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The Collection of Abbot W. and Marcia L. Vose: A Shared Passion
By Marcia L. Vose

We are very pleased to share with you the 44-year story of how we built our
collection of American paintings. I would like to touch on our focus, how we came
to trust our judgment in this complex process, and the satisfaction we have derived
from sharing our passion for American works of art. We will talk mainly about
some of our favorites.

First, some backstory. When I attended Cornell University in the nineteensixties, it was considered cachet to take a course in art history. There were no
courses about American art back then, so I chose a course that traced the development of French Impressionism that opened a whole new world. After graduation, I ventured to France and visited the Musée du Jeu de Paume, the most famous
French Impressionist museum at the time, and there I viewed the original paintings which I had seen only in slides—a transformative experience!
Abbot “Bill” and Marcia Vose at the
Boston International Fine Art Show
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Our first purchase together was this John Joseph Enneking (1841-1916), Duxbury
Clam Digger, over our dining room mantel at our beach house. A twin of this painting won a medal at the World’s Columbian Exposition in Chicago in 1893.

Little did I know then that several years later, in the seventies and early eighties, my future husband would tour the
country giving talks about the American painters who visited Europe and brought back with them the radical new
ideals of the Impressionist Movement. Many museums in
the United States simultaneously began to recognize this
group with exhibitions and, by the 1980s, American Impressionism became all the rage.
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vacations in nearby Avalon, New Jersey, one of those unforgettable childhood memories with family and friends. It is
in amazing condition, with full color intact, and connects to
those memories every time I gaze at the undulating dunes
and water.

We started collecting American paintings soon after we
were married in 1972, and we have spent the past 44 years
building a collection primarily focused on the Impressionist
Movement, happily a shared passion. We were fortunate to
have studied the historical associations that Vose Galleries
had formed with most of these artists, and we acquired the
knowledge necessary to select the best quality paintings that
we could aﬀord. Through the years, we have amassed over
seventy paintings ranging from Impressionism through
Post-Impressionism, as well as some artists who defy classiﬁcation.
I must admit that we did
stray from our collecting mission from time to time. Our
gallery staged a show in the
nineties of work by John James
Audubon, and we could not resist a Havell print of pileated
woodpeckers. It was a vanity
purchase, as we imagined the
four woodpeckers representing
Bill, myself and our two daughters, Carey and Beth.

Another acquisition just
outside of our focus is an inJohn James Audubon
credible watercolor by William
(1785-1851), Pileated
Trost Richards, whom the
Woodpecker
gallery represented during his
lifetime in the last half of the
nineteenth century. The subject matter, a dunes scene in Atlantic City with a nesting osprey, reminded me of summer

William Trost Richards (1833-1905), Dunes near Atlantic City

Left to right: Stephen Parrish (1846-1938), The Bridge at
Paluel, Normandy; Maxfield Parrish (1870-1966), Pine Trees
at “The Oaks”
In the ﬁrst years of our marriage, I was working as the
HR Manager at the Ritz Carlton Hotel in Boston. Being new
to the art world, I relied on Bill’s judgment to select paintings
for our collection. When the gallery hosted a groundbreaking
exhibition on the famed illustrator Maxﬁeld Parrish in 1977,
I was transﬁxed by his imagination and technique—he even
mixed his own paints! We were about to have our second
child at the time, and I planned to leave the Ritz to be a stayat-home mom. My boss asked what I would like as a going
away gift. When he mentioned a silver punch bowl, I suggested, to his surprise, “I would LOVE to have a little Maxﬁeld
Parrish of the trees behind his house that’s at the gallery!”
(above, right). I experienced my ﬁrst feeling of excitement in
actually owning a work of art that continues unabated to this
day!

One of our favorite paintings, perhaps THE favorite, is A
Cup of Water by Frank Benson (cover, and next page, far
right), one of his most admired sporting scenes which has
been included in many exhibitions by the artist. The painting
was owned by Bill’s aunt and uncle, purchased directly from
the artist, and Bill had loved it since his boyhood. When
Uncle Mort made the painting available to fund his book
project, we jumped at the chance! We had to sell the star of
our collection at the time, a small William Merritt Chase of
Shinnecock, to fund the Benson purchase. It was painful, but
we wanted a prominent teacher of the Boston School, and we
both love his sporting scenes.
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From left to right: Edward F. McCartan (1879-1947), Girl Drinking from a Shell; Hermann Dudley Murphy
(1867-1945), Pitch Pines, Mt. Monadnock, New Hampshire; Arthur C. Goodwin (1864-1929), Arlington Street
Church; Frank Weston Benson (1862-1951), A Cup of Water

The Benson is displayed in our living room at the
gallery alongside a major painting by Arthur Clifton
Goodwin, titled Arlington Street Church (above). The
two artists were contemporaries, but Goodwin was essentially self-taught and was known for his city scenes
of Boston and New York. These two paintings follow our
system for hanging paintings together: we let color be
our guide, and this in situ photo shows the same rich
indigo blue tones in each. We also try to group artists
alongside their contemporaries of the same time period.

Another favorite from the broadly based “Boston
School” of artists is Hermann Dudley Murphy, a multitalented artist who trained at the School of the Museum
of Fine Arts (SMFA) in Boston and then studied in Europe, as did most of the artists in our collection. His
Pitch Pines, Mt. Monadnock, New Hampshire (right)
shows the inﬂuence of J. A. M. Whistler (1834-1903),
whom he greatly admired early in his career.

Murphy is almost as well known for his frames. He
reacted to the cheap mass production of frames at the
time and, with Walfred Thulin (1878-1949) and Charles
Prendergast (1863-1948), formed the renowned CarrigRohane shop in 1903. Vose Galleries bought the shop in
1916, keeping Murphy on as the designer. This explains
why so many Vose-sold paintings of the era have these
beautifully hand-carved and gilded frames. As collectors, we prize original historic frames and have many
examples that display the superior design and technique that is diﬃcult to ﬁnd today.
4
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Fountain installation of McCartan’s Girl Drinking from a Shell

Elliot Offner (1931-2010), Great Blue Heron

Another shared passion centers on sculpture. On a
whim, we fell in love with New York artist Edward McCartan’s Girl Drinking from a Shell, 1915 (above). Not knowing
much about sculpture, we trusted in a knowledgeable dealer
in New York City, and not only do we cherish the piece, but
it has appreciated ﬁve-fold over the past ﬁfteen years. A
working fountain, we display her as a water feature at our
beach house in the summer, but she travels back to our city
apartment during the winter.

Following this initial sculpture purchase, we organized
the galleries’ ﬁrst sculpture exhibition in 2007, featuring the
work of Elliot Oﬀner. We spent many happy hours visiting
his studio and learning about bronzes from a modern master
who also became a dear friend. We have three of his works
at the beach: a blue heron with its own pond (above, right),
a plunging ﬁsh in our back garden and a snarly looking pike
on our porch, a tribute to Bill’s grandmother, who caught
one on her honeymoon!

Getting back to paintings, many artists are considered
“Boston School” but did not study at the SMFA, and have
radically diﬀerent styles. One such artist whom we greatly
admire is Charles Woodbury, who studied primarily in Europe and, upon his return, founded his own art school in
Ogunquit, Maine, which grew into a prominent art colony.
We own ﬁve paintings by this original artist, and The Bath
House, Ogunquit, Maine (right), is another star of our collection and has been widely exhibited.

Charles H. Woodbury (1864-1940), The Bath House, Ogunquit, Maine
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Left to right: Jane Peterson (1876-1965), Old Street in Gloucester, Massachusetts; Edith A. Scott (1877-1978), In the Greenhouse

There existed dozens of artists’ colonies, established
around the turn of the nineteenth century, that artists
ﬂocked to after study in Europe. After studying with other
American artists in the little villages of Barbizon, Giverny
and Pont-Aven, among the many, they continued seeking
the support and companionship of one another back in the
States. Our collection includes more than a dozen painters
from these colonies formed in New England and New York.

The artists’ colonies north of Boston command the
largest part of our collection, particularly the North Shore
towns of Gloucester and Rockport, as well as Monhegan Island, Maine. Jane Peterson, a well-traveled artist, became
part of many clubs and colonies in New England, New York
and Washington, D.C. She studied and taught at the Art Students League of New York, then traveled to the Cape Ann
colonies during the summers. We love the device she used
in Old Street in Gloucester, Massachusetts (top, left)—telephone poles that help establish depth—and we see so many
artists of the era using the same device.

Peterson had to have known fellow artist Edith Scott,
whose painting In the Greenhouse (top, right) was featured
in a 1917 Vose exhibit of women artists. At the time, Peterson
joined Laura Coombs Hills (1859-1952), Lucy Conant (18671921), Margaret Patterson (1867-1950), Elizabeth Roberts and
Mary Bradish Titcomb to form The Group of Boston women
painters. Their exhibition of over seventy paintings opened
at the Worcester Art Museum, toured the country and were
eventually sold by Doll and Richards Gallery in Boston. They
had only one more show in 1919, which included works by
Lilian Westcott Hale and Felicie Waldo Howell.

We have collected quite a few paintings by women
artists, not by design, necessarily, but because they were a
6

Center: Lilla Cabot Perry (1848-1933), At the River’s Head,
River Epte, Giverny, France

bargain back in the eighties, before they had been recognized by art scholars (same old story)! Even though Lilla
Cabot Perry, for instance, lived next door to Claude Monet
(1840-1926) in Giverny and organized his ﬁrst solo exhibition
in the United States, she was relatively unknown until her
one-person show at the National Museum of Women in the
Arts in Washington, D.C., in 1990. Our painting, At the
River’s Head, River Epte, Giverny, France (above, center), was
included in the exhibition. We have owned about ﬁfteen
paintings by women, all of whom have excellent credentials,
have traveled and studied extensively, but are still waiting to
be recognized! I am proud to say that Vose Galleries has held
more than one hundred solo or group shows of women
artists in its history, and we continue to be gender-blind in
our focus.
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Old Lyme is another colony which is well-represented in our collection. We include paintings by
both Frank DuMond (below, left), who taught at the
Art Students League for ﬁfty-six years, and his wife
and former student, Helen Savier DuMond (below,
center). In comparing the two, we notice that the
student has studied her teacher’s color palette well!
While the painting on the right looks similar, it is
actually by an acolyte of William Paxton of the
Boston School, R. H. Ives Gammell. Gammell is famous for his “Gammell green,” but we wonder if he
met the DuMonds along the way...

Sears Gallagher (1869-1955), Secluded Beach
After we visited Monhegan Island, an artists’ colony oﬀ Maine’s
coast, we became interested in work by Sears Gallagher, who painted
on the island for forty years. We have a Monhegan watercolor and a
large oil (above, left) by him that reminds us of the South Shore of
Massachusetts, where he lived for a time. We met his granddaughter
at a charity event at the Florence Griswold Museum in Old Lyme,
Connecticut, and each year she would donate one of his pieces for
the silent auction, which we attended. We pounced on three of his
etchings (above, right), for which he was well-known, and a pencil
drawing. We love showing oﬀ his many talents to visitors!

We invite you to peruse the rest of this catalogue, where we discuss in more detail the many associations between New England and New York
painters that occurred around the turn of the nineteenth century. At the time, each region’s residents
considered their city to be the “Athens of America,”
and there existed a certain rivalry between the cities.
Crosscurrents: The Colonies, Clubs and Schools that
Established Impressionism in America, chronicles
this very exciting time when American artists pursued their own interpretations of a rising, radical
new trend in art. We’ll let our readers decide which
city wins the competition!
-MLV

Left to right: Frank V. DuMond (1865-1951), Late Spring; Helen Savier DuMond (1872-1968), Late Afternoon,
Margaree; R. H. Ives Gammell (1893-1981), Early Morning, Wellfleet, Massachusetts
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Crosscurrents:

The Colonies, Clubs & Schools that Established Impressionism in America

The Ten American Painters, 1908. Seated, from left: Edward Simmons (1852-1931), Willard Metcalf (1858-1925),
Childe Hassam (1859-1935), Julian Alden Weir (1852-1919), and Robert Reid (1862-1929); standing, from left:
William Merritt Chase (1849-1916), Frank Weston Benson (1862-1951), Edmund Tarbell (1862-1938), Thomas
Wilmer Dewing (1851-1938), and Joseph DeCamp (1858-1923). Photo: Vose Galleries Archives.

To complement the collection of Bill and Marcia Vose,
we have gathered together kindred artists who advanced the
cause of Impressionism in America. We focus primarily on
the schools, colonies, clubs and associations in New York and
New England, which formed powerful alliances in these regions.

We chose the title Crosscurrents to best describe the interrelationships that occurred among the seventy-seven
artists featured. As an example, some Boston artists eschewed study at Boston’s renowned School of the Museum
of Fine Arts, because of its strict admission standards and
prescribed curriculum. Instead, some favored the more relaxed instruction at the Art Students League of New York.
Professional clubs and associations in New York City
abounded, which Boston-based artists eagerly joined. Popular groups included the American Watercolor Society and the
New York Watercolor Society, reﬂecting the growing popularity of the medium in the last quarter of the nineteenth
century. Twenty-two artists in this exhibition joined the prestigious National Arts Club, one of the few clubs that accepted
women members. Many of the male artists, not just from
Boston but from all over the country, joined the Salmagundi
Club in New York, where they could ﬁnd meals, lodging and,
most importantly, exhibitions to show their work.
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While Boston had far fewer clubs and associations, New
York based artists maintained a presence in Boston by exhibiting at the venerable Boston Art Club; they also ﬂocked
to the many art colonies that dotted the New England coast.
Most artists followed a similar working pattern: during the
winter months, they painted in the myriad studios that were
constructed around the turn of the nineteenth century in
Boston and New York, while in the summer months, they
fanned out to the multitude of artists’ colonies located
mostly in ocean communities in the Northeast. In Maine,
colonies existed on the Isles of Shoals, Monhegan Island and
Ogunquit; in Massachusetts, Cape Ann artists gathered
around Gloucester, Rockport, Annisquam and Ipswich, while
to the south, colonies clustered around Provincetown and
the islands of Martha’s Vineyard and Nantucket; in Connecticut, colonies formed in Old Lyme, Cos Cob and Mystic. In
this exhibition, all of the artists visited one or more of these
enclaves, although there were other colonies across the country too numerous to include.
It’s hard to say which artists were the most instrumental
in introducing the tenets of Impressionism to other artists
and to the public. Certainly one such person, however, was
Childe Hassam, who was born in Boston and studied at the
Boston Art Club and with one of the founders of the School

of the Museum of Fine Arts, Boston, Ignaz Gaugengigl (18531932). After studying in Paris at the popular Académie Julian,
he settled in New York on his return in 1889, and in the summers he painted in Gloucester, on Appledore Island and later
in Provincetown.

In 1903, he visited the American Barbizon colony established by Henry Ward Ranger in Old Lyme, bringing with
him the new impressionist ideals that some considered radical. Ranger opposed the impressionist plein air style of
painting done with a lighter palette and brushier stroke, favoring the moody, darker palette of the French and American
Tonalists. Ranger soon relocated to Noank, Connecticut,
along the Mystic River. Thereafter, Old Lyme grew to become
the anchor of the Impressionist Movement, attracting scores
of like-minded artists who had been exposed to the movement while studying in France, and who also wanted to bring
Impressionism home.

Hassam never lost his Boston roots, however, and frequently exhibited his work in Boston at the Copley Society,
the St. Botolph Club and Doll and Richards Gallery. Owing
to Hassam’s allegiance to both cities, he was in a position to
gather together artists from Boston and New York who embraced Impressionism. In 1897, Hassam, along with fellow
artists Julian Alden Weir and John Henry Twachtman,
founded The Ten American Painters, and were joined by
Thomas Wilmer Dewing, Edward Simmons, Willard Metcalf,

Crosscurrents

Robert Reid, and three Bostonians: Frank Weston Benson,
Edmund Tarbell and Joseph DeCamp.

All of the artists who comprised The Ten had belonged
to the Society of American Artists in New York City, organized in 1877 in opposition to the conservative nature of the
oldest visual art organization at the time, the National Academy of Design in New York. Likewise, those who would become part of The Ten had grown frustrated with the
leadership of the Society of American Artists because of its
outdated exhibition installations and the Society’s preference
for classicism and romantic realism. In 1898, The Ten held
their ﬁrst exhibition at the Durand-Ruel Gallery, which had
been representing European Impressionist artists since the
mid-eighties. For the next twenty years, The Ten held yearly
exhibitions, continuing at Durand-Ruel and later the Montross Gallery. Two of their exhibitions traveled to the St.
Botolph Club in Boston, and later exhibitions were held in
Philadelphia, Washington, Providence and Detroit.
The Ten epitomized the very best Impressionist practitioners, who received enthusiastic acclaim nation-wide. The
combined eﬀorts of Boston and New York artists successfully
swayed public acceptance for new practices of artistic expression, and Impressionism took its place as a vital movement
in American art history.
-MLV

School of the Museum of Fine Arts – Life Class, 1913, under Philip L. Hale (seated on
chair, center). To the right of Hale, William M. Paxton. Seated on the floor to the left:
young R. H. Ives Gammell. Vose Galleries Archives, photo courtesy of Robert E. Moore.
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The Making of an Artist: The Role of Art Schools in Boston and New York City
The Boston School

During the 1870s, the founding of Boston’s Museum of
Fine Arts (MFA), along with the art school that would come
to bear its name, ushered in an era of prominence for the
city’s artists and cultural community. The same decade saw
the creation of the Massachusetts Normal Art School, an institution specializing in the training of art teachers, and in
1883 the Cowles Art School was opened. The latter presented
an atelier-like education, albeit in a less formal program, allowing students to set their own schedules, akin to the Art
Students League of New York. Yet it was the School of the
Museum of Fine Arts, Boston (SMFA), that oﬀered aspiring
painters a ﬁrst-class education in the foundations of art,
something they could previously ﬁnd only in the schools of
New York or Philadelphia. The school’s ﬁrst director, Emil
Otto Grundmann (1844-1890), modeled the curriculum on
the methods used in his native Germany and the French
academies. Thus, graduates would be wholly prepared for the
rigorous standards of their European instructors when and
if they chose to go abroad, as many would do, to complete
their formal training.
Edmund Tarbell and Frank Benson were two of Grundmann’s earliest students, and soon discovered how thorough
their training would be. After mastering basic drawing skills,

using antique casts and live models, a second, more advanced
drawing class took place, supplemented by lectures in
anatomy. Only after successfully completing these courses
would they begin to study painting. Men and women were
relegated to separate classrooms, but given the same lessons
and held to the same high standards, and by the late 1880s,
women comprised the majority of those enrolled.

Upon graduating in 1883, Tarbell and Benson traveled to
Paris together to attend the Académie Julian, returning to
Massachusetts a few years later, where they each established
successful portrait careers. Both took teaching positions at
the SMFA, but broadened their scope to include New York
City, where they joined the Society of American Artists and
were later awarded National Academician status.
When Grundmann passed away in 1890, Tarbell took
over the direction of the SMFA, assisted in his eﬀorts by his
friend Benson and other notable teachers, including William
McGregor Paxton and Philip Leslie Hale. They continued to
promote the fundamentals of a ﬁne arts education, becoming
mentors to their students and guiding them as they launched
their own painting careers.

Left to right: Edmund Tarbell, Joseph DeCamp, and Frank Weston Benson. Photos: Vose Galleries Archives

Painting can be embraced as a realm with many traditions, each framed by the culture,
time, and place that sustained it. And painters are free to choose a set of personal alignments, perhaps a lineage that favors Sargent and Tarbell, or one in which Prendergast
or Picasso presides. They need only to mind the standards of excellence that have been
set in the “tradition” of their choosing.
10

-Trevor J. Fairbrother1
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Born in Italy to American parents, John Singer
Sargent’s education was entirely European yet his impact on his contemporaries born stateside was profound and can be seen in the more painterly,
experimental manner in which some of these artists
began working. Sargent’s own spontaneous style was
the product of the progressive training of his French
teacher Carolus-Duran (1837-1917), along with his
ﬁrsthand study of the work of Diego Velázquez (15991660) while in Spain. His early success at the Paris
Salon and London’s Royal Academy made him a
household name among the glitterati on both sides of
the Atlantic, and while his reputation preceded him,
Sargent ﬁrst set foot in Boston in 1887.

His debut occurred several years earlier when his
portrait of his teacher Carolus-Duran was shown in
1880 at Boston’s St. Botolph Club, which eventually
hosted his ﬁrst solo exhibition in the United States in
1888. Just two years earlier, he had been introduced to
his most ardent Boston patron, Isabella Stewart Gardner (1840-1924), while she visited London, and he
began advising both Gardner and the MFA on purchases. Although based in London, Sargent bolstered
his ties with Boston’s art community and cultural institutions by completing the only mural commissions
of his distinguished career: at the Boston Public Library, the Museum of Fine Arts rotunda and Widener
Library at Harvard.

John Singer Sargent (1856-1925), John Gardner Greene
Charcoal on paper, 23 7/8 x 18 inches
Signed and dated at bottom: John S. Sargent, 1921

One of the leading Boston School teachers, Frank Benson exhibited his
watercolors in annual shows of the Boston Watercolor Society held at Vose
Galleries for many years, and was a frequent visitor at the galleries’ location
in Copley Square. Benson’s work was always “front and center,” as Robert C.
Vose, Jr. (1911-1998) recalled. “They were the most expensive works in the
show and the first to sell.”

Benson and his contemporaries, Edmund Tarbell, Joseph DeCamp and
Philip Leslie Hale, all had studios at the Fenway Studios building in Boston’s
Back Bay, the first purpose-built artists’ studios that mirrored those in France.
Built in 1905, the forty-six studios became known as the home of the Boston
School painters and still stands today as a live/work space for local artists.

During his summers, Benson settled with his family in North Haven,
Maine, rather than travel extensively to the various artists’ colonies. His wife
and children became his models, and we can only surmise that he was relieved
to be away from his studio and teaching duties.
Frank W. Benson (1862-1951), A Cup of Water
Collection of Abbot and Marcia Vose
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Lilian Westcott Hale (1880-1963), A Book of Verses
Charcoal on paper, 28 7/8 x 22 3/4 inches, signed upper right: Lilian Westcott Hale, 1924
Who could resist this lively beach scene by Leslie Thompson, a later
teacher at the School of the Museum of Fine Arts, Boston? Although
small, 10 x 14 inches, the painting has such punch that it can easily catch
a viewer’s eye from across the room, rather than blending into the woodwork.
Thompson trained at the Massachusetts Normal Art School and the
SMFA from 1900 to 1904, teaching at the SMFA from 1913 to 1930. He
was recognized as an Academician by the National Academy of Design
in New York, but he did not seem to have strong ties there, preferring to
mix with fellow members of the local Boston art clubs, the St. Botolph
Club and its rival, the Tavern Club. Summers were spent teaching in
Ogunquit, Maine.
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Leslie Prince Thompson (1880-1963), On the Beach
Collection of Abbot and Marcia Vose
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Philip Leslie Hale (1865-1931), Reading
Oil on canvas, 30 1/4 x 25 1/4 inches

Philip Leslie Hale followed a similar path as his Boston
brethren. He studied with Tarbell at the SMFA and attended
classes with Julian Alden Weir at the Art Students League of
New York. After rounding out his education in Paris ateliers,
he came home to a lucrative teaching position in Boston that
he would hold for nearly forty years. He was also a gifted
writer, lecturer and critic, and authored the ﬁrst American
book on Johannes Vermeer (1632-1675), the artist who clearly
inﬂuenced Hale’s and other Bostonians’ interior ﬁgure painting.

While Hale taught drawing at the SMFA, his wife Lilian,
a Tarbell student, exempted the beginning drawing classes
and moved directly to the painting course upon enrollment,
owing to the high level of instruction she had received at
William Merritt Chase’s Summer School at Shinnecock, Long

Island, in 1899. Lilian and Philip met in 1901, were married a
year later and moved into adjacent spaces at the Fenway Studios before purchasing a home in Dedham, Massachusetts.

Philip encouraged his wife in her art and she became a
highly successful painter of children and a master of charcoal
drawings. In her 1908 debut exhibition, Tarbell remarked:
“Your drawings are perfectly beautiful—as ﬁne as anything
could be. They belong with our old friends Leonardo, Holbein and Ingres, and are to me the ﬁnest modern drawings I
have ever seen.”2 Lilian and Philip were members of severalBoston arts organizations, including the Guild of Boston
Artists and the Copley Society, and also exhibited with the
National Academy in New York. Lilian was one of the ﬁrst
women to attain National Academician status in 1930, her
husband having achieved the distinction in 1917.
13
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Hermann Dudley Murphy (1867-1945), Beach Scene
Oil on wood panel, 10 x 14 inches

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

Arthur C. Goodwin (1864-1929), View of the Sears Mansion
from the Boston Public Garden, oil on canvas
21 1/8 x 24 1/4 inches, signed lower left: A. C. Goodwin
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Following his completion of the SMFA program in
the late 1880s, Hermann Dudley Murphy traveled to
Paris in 1891 and stayed abroad for the next ﬁve years.
His Boston education laid the foundation for the portraits, landscapes and still lifes that encompassed his
life’s work, but his time in Europe introduced him to
the Aesthetic Movement of J. A. M. Whistler. His fascination with Tonalism and atmospheric eﬀects can be
seen in the scenes of Venice he painted around 1908 and
in his American landscapes, similar to Beach Scene. Although not speciﬁcally located or dated, Murphy spent
the summer of 1907 in Ogunquit, Maine, with his friend
Charles Woodbury, later exhibiting a number of coastal
paintings at annual exhibitions throughout the country.
The artist’s still lifes, created in the years following his
happy second marriage to watercolorist Nellie Umbstaetter in 1916, became odes to beauty and to the Arts
and Crafts tradition he continued to embrace in the
face of Modernism. Murphy enjoyed a successful career
as a painter, framemaker and teacher, leading drawing
classes at Harvard University’s School of Architecture
for thirty-six years. He was also a member of the Guild
of Boston Artists, the North Shore and Ogunquit Art
Associations, and became a National Academician in
1934.

George Noyes attended the Massachusetts Normal
Art School, but found his love for painting en plein air
while exploring the French countryside in the early
1890s. He brought this passion home, and in 1900 established a summer school in Annisquam, on Massachusetts’ North Shore, where his best-known students
were illustrators N. C. Wyeth (1882-1945) and Cliﬀord
Ashley (1881-1947). Noyes gained recognition and praise
for his richly-colored New England landscapes, such as
Haystacks, which reveals his embrace of the impressionist methods he developed in France. An integral
part of the Boston arts community, Noyes exhibited
regularly with the Copley Society and with the Guild of
Boston Artists, which honored him with a retrospective
in 1955.

Fellow Guild member Arthur Goodwin took up the
brush when he was over thirty years old. Primarily selftaught, he was celebrated for his pastels and paintings
of Boston’s wharves, streets and parks, often rendered
with a grasp of light and atmosphere akin to the Impressionists. In 1911, he exhibited alongside fellow
Boston painters Benson, Paxton and Hale at the Museum of Fine Arts and caught the attention of Isabella
Stewart Gardner, John Singer Sargent and other inﬂuential collectors. Goodwin also showed at the National
Academy and with other institutions throughout the
country. Sadly, after making plans to travel abroad, he
was found dead in 1929 with his ticket close at hand.
Yet his legacy is cemented in the works left behind, and
in the words attributed to his friend Childe Hassam
during a studio visit: “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.”3

Crosscurrents: The Boston School

Hermann Dudley Murphy (1867-1945), Pink and White Peonies
Oil on canvas, 30 1/8 x 25 1/4 inches, monogrammed and signed lower right: (M) H. Dudley Murphy
Vose Galleries has an extensive history with Hermann Dudley Murphy, who first showed his
marines and winter scenes with Vose in 1913, and periodically until his death in 1945. He was greatly
influenced by Whistler and the Aesthetic Movement while studying in Europe, and his early land and
seascapes, one of which is in our collection (p. 4), bear testament to Whistler.

Later in his career Murphy focused on floral still-lifes, flooded with mood emanating from sunlight
and shadow. The hand-carved frame on this floral work was made by Murphy’s frame shop, which he
started in 1903 along with fellow artists Charles Prendergast and Walfred Thulin, following the emphasis
that Whistler placed on proper framing as integral to the artwork.

He exhibited widely over the country and was a National Academician and member of the Salmagundi Club in New York, but Murphy was also active in Boston at the Guild of Boston Artists, of which
he was a founding member, the St. Botolph Club and local watercolor societies.

Hermann Dudley Murphy (1867-1945), Purple Iris
Collection of Abbot and Marcia Vose
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John J. Enneking (1841-1916), The Call of the Wild
Oil on canvas, 32 1/4 x 39 1/2 inches, signed lower right: Enneking
Known for his richly-colored woodland scenes
of Massachusetts, New Hampshire and Maine,
John Joseph Enneking bridged the Impressionist
and Barbizon traditions, forming his distinctive
style that found ready collectors. He sold out his
ﬁrst show at Boston’s Williams and Everett Gallery
in 1878, and exhibited with Willard Metcalf, Childe
Hassam and Theodore Robinson (1852-1896) in
1883. Enneking was considered for membership to
The Ten but, ever the independent, he pursued his
landscape painting, continued showing at the National Academy and other associations, and became a dedicated conservationist to help save the
woodlands and marshes that inspired his work.

John J. Enneking (1841-1916), Misty Morning in the Woods
Oil on canvas, 20 x 24 inches, signed lower right: Enneking
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In 1915, the year before he passed away, a testimonial dinner held in Boston and attended by
1,000 of his fellow painters and admirers attested
to the impact he had on the art community and the
region. Misty Morning in the Woods and The Call
of the Wild were exhibited together at Vose Galleries’ 1922 memorial exhibition of Enneking’s
work.

Crosscurrents: The Boston School

Edmund Tarbell considered Gretchen Rogers
“the best pupil I ever had…a genius,”4 and she was
especially close to Lilian and Philip Hale, whose inﬂuence is evident in the tapestry-like treatment of
Blossoming Elms, Back Bay, Boston. In 1909, she
took over Lilian’s space at Fenway Studios and produced still lifes, landscapes, portraits and ﬁgural
subjects, yet her work rarely comes on the market;
Rogers mysteriously stopped painting after 1932. Her
self-portrait, now in the collection of the MFA,
Boston, was awarded the silver medal at the
Panama-Paciﬁc International Exposition in San
Francisco in 1915, and she was a founding member,
along with Lilian Hale and others, of the Guild of
Boston Artists, which gave her solo exhibitions in
1917 and 1928.

Born in Maine, Walter Griﬃn enrolled at the
SMFA in the late 1870s, and attended the National
Academy before going abroad to Paris to continue
his training at the city’s academies. He came to embrace a more impressionist style during his stays in
Brittany in the 1890s, becoming more immersed following a second trip to Europe in 1908, when he
adopted a manner of painting with his palette knife
to achieve a thicker impasto, as seen in Grand Canal,
Venice, Italy. He was an integral part of the Old
Lyme artists’ colony and also exhibited, to great acclaim, at galleries in New York. Griﬃn passed away
in 1935, followed three months later by his friend
Childe Hassam, and in 1936 the National Academy
held a joint exhibition of their work.

Gretchen Rogers (1881-1967), Blossoming Elms, Back Bay,
Boston
Oil on canvas, 30 1/8 x 25 inches
Signed upper right: Gretchen W. Rogers

Walter Griffin (1861-1935), Grand Canal, Venice, Italy
Oil on board, 13 x 16 inches, signed lower right: GRIFFIN, 1913
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Aldro Thompson Hibbard (1886-1972), Windswept Cypress, Carmel, California
Oil on canvas, 30 x 40 inches, signed lower right: A. T. Hibbard

Aldro Hibbard and Aiden Lassell Ripley attended the
SMFA in the early decades of the twentieth century. The former studied under Tarbell and Benson, and the latter under
Philip Hale, and both shared the distinction of being
awarded the prestigious Paige Traveling Scholarship. Presented at graduation to the student deemed “most proﬁcient
in painting,” the scholarship ﬁnanced two years of foreign
travel, with the itinerary determined solely by the recipient.

In 1913, Hibbard opted for the Grand Tour, visiting England, France, Spain and Italy, and his plein air studies of the
Continent inspired a love of working outdoors in all seasons,
particularly the harsh but scenic winters of the Canadian
Rocky Mountains, New Hampshire and Vermont. By the
1920s, Hibbard began spending the warmer months in Rockport, Massachusetts, where he opened the Summer School
of Drawing and Painting and ﬁrmly established himself in
the Cape Ann community. He ran the school until the late
1940s while continuing to show at national venues and the
Guild of Boston Artists, which presented a retrospective exhibition of his work in 1965.

Aiden Lassell Ripley used his Paige Traveling Scholarship
to explore France, North Africa, Italy and Holland in 1924 and
1925, when he ﬁrst took up watercolor painting. He embraced
the ease of transportation and spontaneity it oﬀered, yet remained true to his academic background, believing that
18

good paintings “begin with as good a drawing framework as
possible.”5

After returning to Massachusetts, Ripley exhibited both
foreign and local landscapes, but he was celebrated for his
hunting and ﬁshing scenes created throughout New England
and on trips to Georgia and the Carolinas. These works were
shown at the Guild of Boston Artists and in New York at the
Sporting Gallery and Bookshop, and he also took part in annual exhibitions of the Boston Society of Watercolor Painters
held at Vose Galleries from 1928 to 1935. During the Great
Depression, he supplemented his income by teaching at the
Harvard School of Architecture, alongside his friend and
Lexington neighbor, Hermann Dudley Murphy.
-CSK

Notes:
1
Jarzombek, Nancy Allyn et al., Realism Now: Traditions & Departures, Mentors and Protégés, “History Lessons and the Boston School” by Trevor J.
Fairbrother (Boston, MA: Vose Galleries), p. 11.
2
Edmund Tarbell to Lilian Hale, January 24, 1908, Box 53a, Folder 1444, Hale
Papers, Sophia Smith Papers, Smith College, Northampton, Massachusetts (cited in Hirshler, Erica. “Lilian Westcott Hale,” Ph.D. Dissertation,
Boston University, 1992, p. 70).
3
The Sunday Herald Traveler, Sept. 24, 1967, p. 15.
4
Tarbell on Rogers, quoted by her cousin in an undated letter, photocopy,
curatorial ﬁles, Museum of Fine Arts, Boston {see: Hirshler, Erica E.
A Studio of Her Own, Women Artists in Boston, 1870-1940 (Boston: Museum of Fine Arts, 2001), p. 104, note 11 (p. 169)}.
5
A. Lassell Ripley, “The Watercolor Series.” American Artist (January 1953),
pp. 46-47.
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Aiden Lassell Ripley (1896-1969), Steamroller, watercolor on paper
20 1/8 x 25 3/4 inches, signed and dated lower left: A. Lassell Ripley 1936

Aiden Lassell Ripley (1896-1969), Commonwealth Avenue
Private Collection

Aiden Lassell Ripley (1896-1969), Southern Shooting Scene
Watercolor, graphite and gouache on paperboard
8 1/2 x 13 inches, signed lower right of paperboard: A. Lassell Ripley
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Art Students League of New York

The Art Students League of New York (ASL) presented a
new model of arts education to students who wished to shake
oﬀ the conservative academic approach of the National
Academy of Design. In 1875, while the National Academy
faced a budget crisis and temporarily shuttered classes, a
group of students and artists formed the more cooperative,
liberal institution that would become the Art Students
League. Completely self-ﬁnanced, the members chose instructors whom they felt best suited the desires of the community. Over the course of the institution’s history, these
instructors included Giﬀord Beal, William Merritt Chase,
Joseph DeCamp, Frank Duveneck (1848-1919), Childe Hassam, Robert Henri (1868-1929), Jane Peterson, John Twachtman, Julian Alden Weir, Frank Vincent DuMond and William
Zorach (1887-1966). In the studios, the teachers were given
complete freedom to conduct their classes as they pleased.
Ultimately the great strength of the ASL was a lack of orthodoxy. No single teacher, regardless of popularity, was greater
than the will of the members. This open-minded spirit was
the bedrock upon which the school rested, allowing teachers
and students to incorporate new styles and theories into their
work.

The ASL was also a gathering place for members of The
Ten. From the ASL’s inception in 1875 to 1900, nine of the
eleven painters that made up the group taught classes or lectured at the school. The three earliest were Thomas Wilmer
Dewing, Weir and Chase, who would replace fellow ASL in-
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structor Twachtman in The Ten after the artist’s death in 1902.
DeCamp, Willard Metcalf and Robert Reid soon joined
them. Hassam taught for a year from 1888 to 1889, while Edward Simmons earned an appointment in 1893, and departed
in 1896.

William Merritt Chase was one of the greatest art educators in American history. First employed by the ASL in
1878, Chase found teaching invigorating and inspiring. He
drew from the youthful exuberance of his students, taking
on a paternal role in their artistic and personal development.
This passion made him one of the most sought after instructors in America. Chase’s ﬁrst period at the ASL ran from 1878
to 1896, after which he founded the New York School of Art,
which was closely based on the ASL. He would eventually return to the ASL in 1907 after feuding with Robert Henri, a fellow teacher at the New York School and the ASL.
Along with his instruction in New York City, Chase ran
a summer school among the dunes of Shinnecock, Long Island, which drew such talented students as Charles
Hawthorne, Reynolds and Giﬀord Beal, Lilian Westcott Hale
and Theresa Bernstein (1895-2002). Founded in 1891, the expansive grassy dunes and rustic atmosphere made Shinnecock a thriving center for plein air painters.

Chase would oversee his pupils’ sketches and dole out
critiques with fatherly good will. Shinnecock remained a vital

Frank DuMond (standing, center) with his Art Students League class, ca. 1894 / unidentified photographer. Frank Vincent DuMond papers. Archives of American Art. Also pictured, standing center row, fourth from right: Charles Hawthorne.

Crosscurrents: Art Students League of New York

William Merritt Chase (1849-1916), Mrs. Catharine Earle Mather
Oil on canvas, 60 x 36 inches, signed lower left: Wm. M. Chase, 1905

summer colony until its close in 1902, when Chase decided
to expand the scope of his lessons and began to bring students abroad. Student Guy Pène du Bois (1884-1958) later recalled Chase demonstrating his masterful technique: “Once
or twice a year he would, in three hours, ﬁnish a life-size, full

length ﬁgure…. In the attitude of a fencer, Chase attacked the
large canvas furiously….he seemed to pirouette with the grace
of a ballet dancer, the excitement of a dervish. His brushmarks seemed infallible as, dragged in one place, staccato in
another, they ﬂew over the canvas.”1
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John Henry Twachtman (1853-1902), Paradise Rocks, Newport
Oil on canvas, 31 1/2 x 47 inches, signed lower right: J. H. Twachtman, ca. 1889
Private Collection

John Twachtman was appointed to the ASL in 1889, although he never truly enjoyed
teaching in New York City. He far
preferred working out of doors,
holding small summer classes in
Cos Cob, Connecticut, with his
close friend Julian Weir. While he
endured weekly commutes to
New York to teach, Twachtman
lived on his small farm in Greenwich, Connecticut, which served
as inspiration for some of his
most well received work. FollowJohn Twachtman
ing Twachtman’s unexpected
Vose Galleries Archives
passing in 1902, fellow ASL instructor Thomas Dewing eulogized: “...his place will be recognized in the future, and he will one day be a ‘classic.’”2

Julian Weir joined the ASL shortly after moving to New
York in 1877. He showed works at the monthly exhibitions and
lectured informally as early as 1881. He would become a regular
instructor by 1885, and use the income he earned from teaching to supplement his income from painting sales. He often
hosted fellow instructors at his farm in Branchville, Connecticut, and they, in turn, painted the rolling landscape of the
farm in beautiful plein air works.
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Julian Alden Weir (1852-1919), The Farm at Branchville
Oil on canvas, 24 x 20 1/8 inches

Richard Hayley Lever taught at the ASL during the
Great Depression. He initially came to New York in 1913,
spurred on by his success in American exhibitions and the
encouragement of traveling American painters such as
Ernest Lawson (1873-1939) and Paul Dougherty. The three
met in the expatriate British artists’ colony of St. Ives, Cornwall, ﬁrst established by ASL instructor Edward Simmons.

Lever would later ﬁnd some of his greatest inspiration
on Cape Ann in New England, which he found very similar
to the small ﬁshing villages of Cornwall. His scenes of
Gloucester and the surrounding area were widely praised
and snapped up by collectors. Lever’s modernist tendencies led him to exhibit widely in New York, including at
the private club set up by ASL alumna Gertrude Vanderbilt
Whitney (1875-1942). The Whitney Studio Club was particularly inﬂuential for its early exhibitions of The Eight,
the Ashcan School artists, and others ranging in style from
California transplant Blendon Reed Campbell to Edward
Hopper.

Instructor and alumnus Frank DuMond presided over
classes at the ASL for 56 years. This career is all the more
impressive because the organization has never provided
tenure for established teachers. DuMond stayed because
he was beloved by his students. Like Chase, DuMond had
the temperament and personality of a skillful instructor.
His theory of a prismatic palette provided the building
blocks for landscape artists, including his wife and former
student Helen Savier DuMond.

When Frank DuMond was a student at the ASL, from
1884 to 1888, he became fascinated with some of the progressive spirit that deﬁned the institution. He was instrumental in abolishing required courses. Before, students
could move on to upper level classes only after their initial
instructors passed them through foundational courses.
DuMond changed that with a new policy that allowed students to enter any class they liked. This change, although
radical, aligned with the student-ﬁrst mentality that was
at the core of the school. DuMond saw thousands of artists
pass through the ASL, including Norman Rockwell (18941978), John Marin (1870-1953), Jane Peterson, Paul Strisik
and Georgia O’Keeﬀe (1887-1986).

Crosscurrents: Art Students League of New York

Richard Hayley Lever (1876-1958), On the Sound, Long Island
Oil on wood panel, 11 7/8 x 15 7/8 inches
Signed lower right: Hayley Lever

Helen Savier DuMond (1872-1968), Hills of Cape Breton
Oil on canvas, 24 1/8 x 30 inches
Signed lower left: Helen Savier DuMond

We love the range of greens shown in this Nova Scotia piece by Frank DuMond,
which was also utilized by his student and wife, Helen, who shared the same palette. DuMond developed a color theory called “prismatic palette,” used in landscape painting to
explore the prisms of light that flow from warm to cool colors.

After spending the winters at his home in the artist cooperative building on W. 67th
Street in New York, DuMond headed the Art Students League summer classes in Old
Lyme, Connecticut. Reflecting on his long teaching career, DuMond noted that his students had taught him a great deal: "They have taught me that passing on one's own accumulated knowledge and experience to others is the most noble profession in the world."*

*Season of Life: American Impressionism and Frank Vincent DuMond, Bruce Museum, Greenwich,
CT, 2001

Frank Vincent DuMond (1865-1951), Late Spring
Collection of Abbot and Marcia Vose
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Paul Dougherty (1877-1947), At the Base of the Cliff
Oil on canvas, 36 x 34 1/4 inches, signed lower left: Paul Dougherty

Born in Brooklyn, New York, in 1877, Paul Dougherty did
not always aspire to be an artist. Around 1898, he studied privately with future ASL teacher Robert Henri, and eventually
yielded to his creative side. He went to Europe in 1900, resolved to work and learn on his own by visiting museums and
studying the Old Masters. For the next several years he explored Holland, Germany, Italy, France and England.

Dougherty’s dramatic shore scenes were compared to
those of Winslow Homer (1836-1910): “It is diﬃcult, in speaking of a marine painter, to avoid the one towering American
genius in the ﬁeld; but there is no doubt that the mantle of
Winslow Homer has fallen upon Paul Dougherty.”3

After extensive study in Europe, Paul Dougherty returned to the States and settled with his new bride in Nutley, New Jersey. He soon became entrenched in the
New York art world, attaining National Academician status; but he also began to
travel along the New England coast, including trips to Nantucket, Massachusetts,
and Monhegan, Maine, as seen in our Lowery Day, Monhegan, Maine. He also joined
the group of artists at the Woodstock Art Association. In 1908 a writer from The International Studio stated that the artist has “achieved so much unity of effect that his
marines are Homeric in simplicity and in elementary strength.”* A favorite of third
generation art dealer Robert C. Vose (1873-1964), the gallery hosted four solo shows
by the artist in 1910, 1911, 1914 and 1920.
*“Paul Dougherty – Painter of Marines: An Appreciation,” by Edwin A Rockwell, The International Studio, Vol. XXXVI, No. 141, November 1908, p. III.
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Paul Dougherty (1877-1947), Lowery Day, Monhegan, Maine
Collection of Abbot and Marcia Vose
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John F. Carlson (1874-1945), December Woods, Woodstock, New York
Oil on canvas, 25 x 30 1/4 inches, signed lower right: John F. Carlson, 1924

John F. Carlson was one of the most important teachers of
landscape painting in the early decades of the twentieth century.
He was born in Sweden and immigrated to the United States with
his family in 1884. In 1902, he found his way to the ASL, where he
studied painting with Frank DuMond and Birge Harrison (18541929). When Harrison joined the teaching staﬀ at Byrdcliﬀe, a
newly founded arts and crafts community in Woodstock, New
York, he invited Carlson to join him. Woodstock provided ideal
subject matter for them both, and at Carlson’s urging the ASL established a summer school there, where he taught from 1906 to
1918.

John F. Carlson (1874-1945), Winter Morning
Oil on canvas on board, 8 x 10 inches
Signed lower left: John F. Carlson

Carlson’s personal painting time was generally relegated to the
late fall and winter. Thus, he became known for his tonalist snow
scenes. A 1917 article called him “a Bouguereau of winter woods,
an idealist of pure beauty with a classic appreciation of form.”4

We have eight artists in our collection who studied and/or taught at the Art Students
League in New York, including John F. Carlson, who painted this scene, Harbor Mists,
Gloucester, Massachusetts. We have always admired his paintings and worked with the Carlson family after his demise to mount four major exhibitions of his work, re-establishing
the artist’s foremost place in the art world.

After ten years teaching in Woodstock, New York, Carlson was invited to Colorado
in 1920 to become the first director of the new Broadmoor Art School in Colorado
Springs. After a short time, however, he returned to Woodstock to open his own school,
the John F. Carlson School of Landscape Painting. It remains a mystery how Carlson also
found time to paint in Gloucester and help fellow artist Emile Gruppe establish an art
school there, where Carlson also taught. Carlson’s book, Carlson’s Guide to Landscape Painting, is a classic primer that is still in use today.
John F. Carlson (1874-1945), Harbor Mists, Gloucester, Massachusetts
Collection of Abbot and Marcia Vose
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Blendon Reed Campbell (1872-1969), Washington Square, New York
Oil on canvas, 30 1/8 x 40 1/4 inches, signed and dated lower right: Blendon Reed Campbell 1936

Born in St. Louis, Missouri, Blendon Reed Campbell
began his studies in 1897 at the Académie Julian in Paris and
trained brieﬂy with J. A. M. Whistler. Upon returning to
America, Campbell settled in California, and in 1902 helped
found the California Society of Artists. After moving to New
York, he attended the ASL, joined the Society of Illustrators
and exhibited at the Society of Independent Artists. He soon
became acquainted with the passionate art patron Gertrude
Vanderbilt Whitney when she acquired a studio space near
his own in MacDougal Alley in Greenwich Village. Their
friendship blossomed, and in 1918 Campbell became a charter member of the Whitney Studio Club. A precursor to the
Whitney Museum of American Art, it oﬀered young artists a
place to exhibit their work and socialize with like-minded individuals who may have been snubbed by more conservative

organizations. Campbell participated in the group’s exhibitions through 1932, showing alongside Edward Hopper,
Robert Henri, Stuart Davis (1892-1964) and John Sloan (18711957). He also showed at the National Academy and the
Pennsylvania Academy between 1912 and 1936.
-TMP
Notes:
1
Pisano, Ronald G. , A Leading Spirit in American Art, William Merrit Chase,
1849-1916 (Seattle, WA: Henry Art Gallery) p. 97.
2
Dewing, T. W.; Hassam, Childe; Reid, Robert; Simmons, Edward; and Weir,
J. Alden. "John H. Twachtman: An Estimation." The North American Review 176.557 (1903): p 554. Web.
3
Rihani, Ameen. “The Marines of Paul Dougherty,” The International Studio,
April 1921, p. LV.
4
“John F. Carlson – A Master of Tone,” The Fine Arts Journal, Vol. XXXV,
Number 3, March 1917.

Polly Thayer Starr continuously searched for new ideas and subject matter,
and her art training was diverse, including study at the SMFA, in Provincetown
with Charles Hawthorne, in Europe and at the Art Students League.

Settling back in Boston, she experimented with modernist ideas, often in
the company of fellow artist Charles Hopkinson. In a career that spanned seven
decades, Thayer was honored with over twenty solo exhibitions in such prestigious galleries as Wildenstein in New York, and Doll and Richards and Vose
Galleries in Boston. It was a unique pleasure to know her, and we treasure her
lush pastel that demonstrates her knowledge of form and space—learned most
likely from her study with Harry Wickey (1892-1968) at the ASL.
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Polly Thayer Starr (1904-2006), Gladiola and Bee
Collection of Abbot and Marcia Vose
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The Art Scene in Europe: American Artists Study Abroad

In the decades following the Civil War, American artists
ﬂocked to Europe to polish their academic education at the
Continent’s renowned institutions. While cities in Italy, England, Germany and Spain all oﬀered important museums, exhibition spaces and art academies, those in the capital of the
western art world at the time, Paris, had the greatest impact
on American Impressionism. Beyond providing an unparalleled curriculum and instruction from the leading artists of
the time, involvement at the École des Beaux-Arts, and
Académies Colarossi and Julian, among others, served as
proving ground for the highly competitive Salons and Exposition Universelles. Nowhere else could painters of that time
meet as many new contacts or have their work judged and
publicized in as wide an international context. From Paris,
artists were able to easily travel between Europe’s major cities.
For example, Hermann Dudley Murphy continued his Boston
education at the Académie Julian in 1891, and was introduced
to the work of J. A. M. Whistler, whose inﬂuences can be seen
in Rio del Paradiso, Venice, Italy, and more speciﬁcally Music
Boats (p. 28). Both painted around 1908, these paintings support Murphy’s assertion that, “people go to Paris to study and
to Venice to paint.”1

Warren Sheppard (1858-1937), Venetian Canal and Garden
Oil on canvas, 22 1/8 x 18 inches
Signed and dated lower right: Warren Sheppard / 92

After the exhibition season passed, Americans living
in Paris ﬂed the heat of their city studios to paint the
summer countryside en plein air. They often journeyed
in small groups, experimenting with brushwork and
color to capture a visual impression of a scene with a new
soft and relaxed technique, liberated from their academic study of the Old Masters and the meticulous
grandiosity of the Hudson River School. Many joined
friends and settled in art colonies that had been established in the picturesque villages of Barbizon, Écouen,
Grez-sur-Loing, Pont-Aven, and Giverny, among others
easily accessible from Paris.

Jane Peterson (1876-1965), Canal, Venice, Italy, oil on canvas
40 x 30 inches, signed lower left: Jane Peterson, ca. 1907

Seth Vose (1831-1910) championed the then littleknown, often maligned, French Barbizon style of painting. By 1859 Vose owned examples by practically all the
Barbizon painters, including 165 works by his favorite, J.
B. C. Corot (1796-1875)—one of which was gifted to Seth
by the artist and has descended into Bill and Marcia’s
current collection, serving as one of the family’s oldest
acquisitions. Artist William Morris Hunt (1824-1879),
who studied with Thomas Couture (1815-1879) as well as
Jean-François Millet (1814-1875), discovered Vose’s cache
while browsing, catalyzing a long and instant friendship.
Through the combined eﬀorts of Vose and Hunt, by the
seventies and early eighties the Barbizon style held dominant inﬂuence on American painters, further encouraging them to study in France and visit the region. This
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Hermann Dudley Murphy (1867-1945), Music Boats
Oil on canvas, 20 1/8 x 30 1/4 inches, monogrammed lower left, ca. 1908
group of artists are today called Tonalists, who swore allegiance to the ideals and palette of painters like Corot,
Theodore Rousseau (1812-1867), Millet and Charles Daubigny
(1817-1878). For the ﬁrst time, Americans infused mood and
poetry into their subjective interpretations of the American
landscape.

In 1883, Boston was the site of the ﬁrst exhibition of
French Impressionist pictures held in the United States. Included were paintings by Camille Pissarro (1830-1903), Monet
and Pierre-Auguste Renoir (1841-1919), which led Americans
Willard Metcalf, Theodore Wendel, Louis Ritter (1854-1892)
and John Leslie Breck (1859-1899) to Giverny, where Monet
was living out his last years. They stayed at the Hotel Baudy,
which soon became a mecca for American artists studying
abroad seeking the loose brushwork and bright colors of Impressionism. Lilla Cabot Perry visited in 1889 and spent the
next nine summers there with her family, befriending both
Monet and Pissarro. Perry’s painting, At the River’s Head,
River Epte, Giverny, France (p. 6) is both a tribute to these
masters and an empathetic portrait of her cherished daughter Edith (b. 1880). The enthusiasm of these artists for French
Impressionism made them key ﬁgures in the translation of
French Impressionism into an American idiom.
Hermann Dudley Murphy (1867-1945), Rio del Paradiso,
Venice, Italy, oil on canvas, 27 x 20 1/4 inches, signed and
monogrammed lower right: (M) H. Dudley Murphy, ca. 1908
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Frederick Carl Frieseke studied at the Art Institute of
Chicago and the Art Students League of New York before enrolling at the Académie Julian, and later studied with
Whistler. Muted in color and treatment, the series of paintings which Frieseke created of Luxembourg Gardens, located
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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 / Paris 1902
just a short walk from his studio at 51 Boulevard Saint-Jacques,
demonstrates his interest in outdoor subjects and in capturing
the play of dappled sunlight on a scene, facets that would come
to the forefront of his oeuvre after his journey to the impressionist haven of Giverny. Frieseke ﬁrst visited Giverny in the summer
of 1900, and by 1906 had taken up residence at a cottage next to
Monet, once occupied by American artist Theodore Robinson.
While Frieseke retained his Paris studio, he found Giverny the
perfect enclave in which to experiment with the next phase of
his career.
During the last quarter of the nineteenth century, American
artists returned home and ushered in a new style of painting,
motivated by the French approaches to plein air painting. Not
only did these artists pick up fresh color and brushwork, but they
also embraced a new attitude of gravitating toward like-minded
friends, students and colleagues to paint, discuss technique and
philosophies, and exhibit together. It was these collective associations of the New England colonies, reminiscent of those in
France, which led to the development of a uniquely American
Impressionist style.
-CLH

Notes:
1
Boston Herald, November 1908, as quoted in Hermann Dudley Murphy (18671945) Realism Married to Idealism Most Exquisitely, (New York, Graham
Gallery, 1982). p. 21.

Harold C. Dunbar (1882-1957), Moret, France
Oil on canvas, 14 1/4 x 11 inches
Signed lower left: H. C. Dunbar / Moret.

29

Crosscurrents: Old Lyme, Connecticut

Bringing Impressionism Home: American Colonies in New England and New York
Old Lyme, Connecticut

Destined to become one of the largest and most inﬂuential art colonies that still exists today, the town of Old
Lyme was discovered quite by accident in 1896. Artist Clark
Voorhees (1871-1933), who was studying art at Columbia University, happened upon the quaint Connecticut town while
on a summer bicycle trip and was so taken with the area that
he stayed the summer. Upon his return to New York City, he
raved about Old Lyme to his artist friends. Possibly at his suggestion, Henry Ward Ranger traveled to Old Lyme in 1899
and boarded with the gregarious art patron, Miss Florence
Griswold (1850-1937), in her stately Georgian home.

Ranger had studied art ﬁrst at the College of Fine Arts at
Syracuse University, then traveled to Europe and attended
academies in France and Holland, where he became enchanted with the Barbizon School and Tonalism. He painted
for several years in New York upon his return, but after that
ﬁrst visit to Old Lyme he envisioned starting an American
artists’ colony devoted to the Tonalist style he found prevalent in Europe. The landscape surrounding Old Lyme—the
atmospheric river lowlands and the mysterious forests—were
reminiscent of the summer colonies in Europe and provided
an ideal spot for American artists to gather and capture the
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countryside en plein air. The area also provided the charming
subject matter of salt meadows, colonial farms and the village
of Old Lyme—a former shipbuilding center surrounded by
the Connecticut River, Long Island Sound and several
smaller tributaries.

By August of 1899 Ranger was promoting the picturesque town of Old Lyme as a potential “American Barbizon”
colony. Among the ﬁrst artists to follow Ranger’s invitation
were Frank Bicknell, William Chadwick (1879-1962) and
Bruce Crane. Bicknell, whose studio was based in New York
at the elegant Tower of Madison Square Garden, came to Old
Lyme in 1902 and lived there for forty years. He was especially
close to Miss Griswold, considering himself one of the “inmates” of the Florence Griswold House. He corresponded
with her frequently, once writing from New York: “Well-how
are you? I’m miserable. Eating 6 (Square) meals a day and
growing thinner by the hour. Wish you might come to town
and see [National] Academy shows. Lyme is ‘in evidence.’”1
Having grown up near Boston, Bicknell traveled throughout
New England as well, including the island town of Monhegan, Maine, where he painted the lush cloud scene Monhegan Harbor, Maine (below).

Frank Alfred Bicknell (1866-1943), Monhegan Harbor, Maine
Oil on canvas, 24 1/8 x 30 1/8 inches, signed lower right: Frank A. Bicknell

Crosscurrents: Old Lyme, Connecticut

Henry Ward Ranger (1858-1916), Evening Sky
Oil on canvas, 28 1/8 x 36 1/8 inches, signed and dated lower left: H. W. Ranger 1910

We were stunned by the mood and simple beauty of Henry
Ward Ranger’s River’s Edge by Moonlight, executed in the style of the
French Barbizon painters. Vose Galleries was the first dealer to import and sell work by the Barbizon School, called Tonalism in the
United States, and Ranger was the leading proponent of this style,
establishing an American Barbizon community at Old Lyme, Connecticut.

While our gallery has no record of correspondence with
Ranger, we held a solo exhibition of his work in which Robert C.
Vose (1873-1964) described Ranger as essentially a colorist and close
student of nature. He noted in the accompanying catalogue, “The
oak and willow were his favorite models, and no one has portrayed
the power and majesty of the one and the delicacy of the other more
delightfully than he.”

Henry Ward Ranger (1858-1916), River’s Edge by Moonlight
Collection of Abbot and Marcia Vose
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Crosscurrents: Old Lyme, Connecticut

Frank Vincent DuMond (1865-1951), Lyme Meadows
Oil on canvas, 30 1/8 x 36 1/4 inches

Frank DuMond, who studied at the Art Students League and
taught there for more than ﬁve decades, became the ﬁrst director of
the Lyme Summer School in 1902. Within four years his classes, made
up mostly of ASL students, had become so popular that the idyllic

Bruce Crane (1857-1937), Connecticut Hills
Oil on canvas, 36 1/8 x 40 inches, signed lower left: Bruce Crane
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qualities which artists found so inviting were
threatened by the chaos of students dotting the
landscape with their easels. Finally the summer
school was relocated to Woodstock, New York,
and DuMond and his wife purchased an old colonial farmhouse just outside Old Lyme with a view
of Long Island Sound. At this point he painted in
a more impressionistic vein, and became noted for
his “DuMond greens.”

Bruce Crane’s spare gauzy landscapes, usually
fall or winter scenes, earned him the moniker
“Tonal Impressionist.” Crane studied at the ASL
for four years, but his mature style resulted from
his teacher Alexander Wyant (1836-1892), as well
as visits to Barbizon and the semi-Impressionist
colony in Grez-sur-Loing, both in the French forest of Fontainebleau. When he came back, Crane
obtained studio space in the Holbein Studio
Building in New York, also occupied by a contingent of the leading artists of the day: Childe Hassam, John Singer Sargent, Cecilia Beaux
(1855-1942) and George Inness (1825-1894). In addition to Old Lyme, Crane painted on Long Island, the mountain regions of the Catskills and
Adirondacks, and, broadening his subject matter,
on Cape Ann, Massachusetts. His painting, Connecticut Hills, with its bright palette, displays
Crane’s impressionist side.

Crosscurrents: Old Lyme, Connecticut

Frederick Childe Hassam (1859-1935), Mt. Vernon Street, Boston - Looking Toward the State House
Oil on canvas, 18 1/4 x 16 1/8 inches, signed lower right: Childe Hassam

The early painters’ subtle neo-Barbizon, tonalist palettes
were soon to be eclipsed by artists painting more vibrant impressionist landscapes, and in 1903, Childe Hassam left the
art colony of Cos Cob for Old Lyme, intent on rallying artists
and the public to the impressionist style of painting. As
leader of the American Barbizon artists, Henry Ward Ranger
was oﬀended by Impressionism and moved permanently to
Noank, Connecticut. Under Hassam’s inﬂuence, ﬂocks of
painters came to Old Lyme, including Willard Metcalf, Wilson Irvine and Walter Griﬃn. Other artists and art students
came to meet the great American Impressionists, study at the
newly formed Lyme Summer Art School, and stay at Miss
Griswold’s mansion. Impressionism soon dominated and
Old Lyme became known as the premier colony for American
Impressionism.

This stunning Beacon Hill scene painted in Boston,
Childe Hassam’s hometown, reﬂects the dramatic change in
style which Hassam adopted after his three-year stay in Paris
beginning in 1886. Although he perfected his drawing skills
at the Académie Julian, he would learn even more from his
visits to museums, galleries and the streets of Paris. He grew
to embrace the contemporary style of Impressionism, and
abandoned the more detailed brushwork and subdued
palette learned from his Boston training in the Barbizon aesthetic. His subject matter changed from his oils, pastels and
watercolors of the New England countryside (p. 38) to include the depiction of modern urban life that would become
one of his signature themes.
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Crosscurrents: Old Lyme, Connecticut

Wilson Henry Irvine (1869-1936), A Day in March
Oil on canvas, 29 x 36 inches, signed lower left: IRVINE

In 1895 Wilson Irvine began his studies at the Art Institute of
Chicago, and in 1900 he started to exhibit his landscapes at AIC exhibitions, continuing thereafter for forty-one years, in addition to exhibiting
at the National Academy, the Pennsylvania Academy and the Corcoran
Gallery. After a trip in 1908 to Brittany, France, he became interested in
the eﬀects of light on color and form, and by 1914 he settled in the colony
of Old Lyme. Irvine spent the rest of his life there, adopting a higherkeyed palette in place of the more subdued colors of his Chicago years.

Walter Griffin (1861-1935), Summer in Norway
Charcoal on paper, 19 x 19 inches
Signed and dated lower right: Walter Griffin 1910

After studying at the Académie Colarossi and the École des BeauxArts, Walter Griﬃn settled in Hartford, Connecticut. He taught at the
Connecticut League of Art Students and the Art Society of Hartford
(which later became the Hartford Art School), and established a summer
school in Quebec, Canada, by 1898. Griﬃn employed a vibrant palette
visible in his paintings of Norway. The charcoal drawing (left), which
came to the gallery recently, illustrates Griﬃn’s careful examination of
the scene in preparation for the ﬁnished oils.

Boston artist Walter Griffin became active in the Old Lyme 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 Academy and the National Academy, which elected Griffin
an Associate in 1912. From there, he traveled abroad again in 1908, with stays in Norway,
Paris and Boigneville, a village on the outskirts of the capital, where he adopted a technique
of working with his palette knife to achieve a thicker impasto.

Griffin’s luscious tree seen from below against a complementary blue backdrop was
painted in Norway. We love the perspective and jewel tones in this painting so much that
we bought a second slightly different version. Now we have one for each of our daughters!
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Walter Griffin (1861-1935), Norway
Collection of Abbot and Marcia Vose

Crosscurrents: Old Lyme, Connecticut

Harrison Cady (1877-1970), Old Lyme, Connecticut
Oil and ink on masonite, 18 1/4 x 29 1/2 inches, signed lower right: Harrison Cady

Giﬀord Beal, younger brother of artist Reynolds Beal
(1866-1951), visited Old Lyme from 1902 to 1904. He also frequented Monhegan Island, Cape Ann and Provincetown,
often sailing with Reynolds along the New England coast
during the warm months. He graduated from Yale and studied for ten years with William Merritt Chase, continuing at
the Art Students League with Frank DuMond and Henry
Ward Ranger. Having never traveled abroad to study, his
work is considered completely American. Beal was a member
of many prestigious art clubs in New York, achieving National Academician status in 1914. He served as president of
the ASL from 1914 to 1929, the longest tenure of any artist.

Beal was based primarily at the venerable Tenth Street
Studios in New York, built in 1857 on West Tenth Street in
what was to become the center for over ﬁfteen studio buildings erected to align with the city’s new appreciation for the
arts. Early inhabitants included artists Frederic Church
(1826-1900), Albert Bierstadt (1830-1902), Winslow Homer
and John LaFarge (1835-1910), and later William Merritt
Chase. Arguably the most noted artist of his era, Chase took
over the two-story exhibition space and built the most
renowned studio in the nation, noted for its opulence and
exotic international decor.

Gifford Beal (1879-1956), Summer, oil on wood panel, 24 x 30 inches
Signed and dated lower right: Gifford Beal 20
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Crosscurrents: Old Lyme, Connecticut

Allen Butler Talcott (1867-1908), Autumn in Old Lyme
Oil on wood panel, 11 7/8 x 16 inches
Signed lower left: Allen B. Talcott

Allen B. Talcott, a Tonalist by training, began summering in
Old Lyme when the town was still under the inﬂuence of its
founder, Henry Ward Ranger, the leading tonalist painter of the
era. Soon after buying a house there in 1903, painter Childe Hassam arrived and began ﬂooding the colony with followers of Impressionism. Talcott, already an established painter, promptly
included elements of the new style in his paintings, and he was
celebrated in particular for his deft rendering of trees.

Although Chauncey Ryder was born in Danbury, Connecticut,
and spent a little time in Old Lyme in 1911, he preferred the mountainous regions near his home in Wilton, New Hampshire, purchased after studying at the AIC and the ateliers of Paris. Ryder
had early success, exhibiting at the annual Paris Salon for six years.
Returning to the States in 1909,
Ryder opened a studio in New York
where he exhibited his work at Macbeth Gallery during the winter. He
also traveled to Monhegan Island
and other New England colonies,
later settling in Wilton, the source of
many of his mountain scenes.
-MLV
Notes:
1
Bicknell to Florence Griswold letter: Website,
Florence Griswold Museum, Home of
American Impressionism, Artists Exhibiting in Old Lyme, 1902-1920, “Frank Bicknell” entry.

Chauncey Foster Ryder (1868-1949), Vesper’s Ledge, New Hampshire
Oil on canvas, 22 1/4 x 28 1/8 inches, signed lower right: Chauncey F. Ryder, ca. 1929
Bill’s father, Robert C. Vose, Jr. (1911-1998) thought that Early Winter was the best
painting by Chauncey Ryder that he had ever seen. Ryder became quite successful when,
after a ten-year stay absorbing the art in Paris, he moved back to New York City in 1907
and soon began to show at the esteemed Macbeth Gallery. He was included in many
group shows at Vose Galleries in the ensuing years, but apparently Bill’s Grandfather,
Robert C. Vose (1873-1964), was unable to coax him into a solo show. The gallery
archives has letters from Ryder dating from the 1930s and beyond, when the gallery
gave a small exhibition in 1939 of twenty New England scenes that included six painters,
including Ryder, who then had a home in Wilton, New Hampshire. One of the worst
times in the art business, nothing sold, but Ryder, having enjoyed earlier success, would
not budge on a request to reduce prices. A 1939 letter insisted, “New work I prefer to
hold at a rigid set price...,” before demurring, “I do not want to be ‘hide bound,’ and I
am willing to hear what the other fellow has to say.”
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Chauncey Foster Ryder (1868-1949), Early Winter
Collection of Abbot and Marcia Vose

Crosscurrents: Old Lyme, Connecticut

Bill Vose Pays Tribute to the Florence Griswold Museum in Old Lyme, Connecticut

Many years ago, a young man who introduced himself as
Jeﬀ Andersen, the director of the Florence Griswold Museum
in Old Lyme, asked for our gallery’s help in donating a painting to be oﬀered in a raﬄe at the museum’s largest fund
raiser. He was a very genuine guy, full of enthusiasm, and I
couldn’t let him down. Not only did we donate a painting,
but we attended the gala and bought one of the other paintings in the raﬄe. My wife and I loved the people, who were
very welcoming and inclusive, and the museum quickly became a favorite. We continued gifting and buying at the gala
for many years, and for some of those years I served on the
museum’s board.

Lyme Summer School of Art
Florence Griswold Museum; Lyme Historical Society
Archives

Artists on the Front Porch of the Griswold House
Florence Griswold Museum; Lyme Historical Society
Archives

This year marks Jeﬀ Andersen’s fortieth year at the Florence Griswold Museum! His only job since graduate school,
Jeﬀ has built this museum into one of the ﬁnest, if not the
ﬁnest, house museums in the country. Not only have they
nurtured Miss Griswold’s house, but they have built an impressive exhibition space to accommodate an astounding gift
from the former Hartford Steam Boiler Company, a collection
of 188 paintings by artists who worked in Connecticut from
the late eighteenth century to the early twentieth. The gift
contained many of the best painters from the Old Lyme
colony.

We urge all who haven’t been to the “Flo-Gris” to make
the museum a destination. There are lovely inns, great
restaurants, and, best of all, the grounds, houses and exhibition galleries that oﬀer a close up view of how artists lived in
the country’s most famous American Impressionist colony.
-AWV

Born in Boston and trained by two early teachers of the Boston School, Childe
Hassam painted with a limited palette akin to the popular French Barbizon School.
This early work was made in 1882, before Hassam moved to Paris in 1886 and became
steeped in the new ideals of the French Impressionist Movement. When he returned
and settled in New York, he became the leading proselytizer for the new art form. During
his career he belonged to no fewer than fifteen art organizations and painted in the art
colonies along the New England coast—the island of Appledore, Gloucester, Rockport
and Ogunquit—and, of course, Old Lyme and Cos Cob, Connecticut.

While Vose Galleries had a solo show of Hassam’s work in 1920, Robert C. Vose
(1873-1964) found him too overbearing and overly fond of the bottle!

Frederick Childe Hassam (1859-1935), A Green Meadow Landscape
Collection of Abbot and Marcia Vose
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Crosscurrents: Cos Cob, Connecticut

Cos Cob, Connecticut

Frederick Childe Hassam (1859-1935), Cos Cob, Connecticut
Pastel on paperboard, 10 x 11 inches, signed and dated lower left: Childe Hassam 1902

From 1890 to 1920, the Cos Cob section of Greenwich,
Connecticut, was the site of a lively art colony where artists
Julian Alden Weir, John Twachtman, Theodore Robinson,
Childe Hassam and others, tested and shaped the bounds of
American Impressionism. Only a thirty-mile train ride from
New York City, the convenience of Cos Cob made it one of
the earliest of the numerous artists’ colonies that would
emerge throughout the state. Twachtman ﬁrst summered in
Greenwich in 1889 and opened his summer school two years
later, inviting students from the ranks of the Art Students
League of New York. His friend and fellow teacher Weir, who
owned a farm in Branchville, Connecticut, joined him at Cos
Cob in 1892 and 1893, conducting lessons en plein air with
more personal instruction than the city classes oﬀered.
The colony had a congenial atmosphere, with a shared
purpose of fostering the American Impressionist Movement
while embracing innovation. Artists painted together during
the day and discussed their work in the evenings, often
boarding or gathering at the Bush-Holley House, which is
now home to the Greenwich Historical Society. Critiques
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were conducted twice a week underneath an apple tree
dubbed the “Criticismus Tree” and tuition was $15 a month
in 1896, almost twice the cost of attending the ASL.

The general proximity of the Connecticut colonies allowed many artists to work in several throughout their careers. Childe Hassam, in particular, painted in Old Lyme
from 1903 until 1907 but returned to Cos Cob intermittently
over the course of two decades beginning in 1894. While it is
plausible he visited the village before then, an entry in
Theodore Robinson’s diary from that year noted Hassam’s assistance with building an addition to Twachtman’s home to
allow more room for visiting artists. Hassam became one of
Cos Cob’s central ﬁgures, painting in the area longer than any
of his contemporaries, and he produced at least 28 located
oils, 21 pastels, countless watercolors and 30 etchings of the
Greenwich vicinity. The bridge depicted in his pastel Cos Cob
is likely the span found at the foot of the Bush-Holley House
crossing over to Palmer Point.
-CLH

Mystic, Connecticut

Crosscurrents: Mystic, Connecticut

Carl Lawless (1894-1964), Clouds over the Bay
Oil on canvas, 22 1/4 x 22 1/4 inches, signed lower right: CARL LAWLESS

Charles H. Davis became a leading American Barbizon
painter during a ten-year stay in France before returning to
the States and settling in Mystic, Connecticut, in 1891. Unlike
his colleagues who kept studios in the city, Davis lived in
Mystic year-round and held classes in the summer months.
He was joined annually by friends Edward Barnard and
Charles Hayden from the SMFA in Boston, and his aﬃliation
with the Society of American Artists, the Copley Society and
the Lotus Club soon drew many others to the coastal community. Davis was included in the 1913 Armory Show, and in
the same year established the Mystic Art Association with
the help of several artists. The founders later took part in the
group’s annual exhibitions, including Julian Alden Weir,
Reynolds Beal, Henry Ward Ranger, Emil Carlsen (1853-1932)
and Carl Lawless.
Lawless attended both the Art Institute of Chicago and

the Pennsylvania Academy, the latter of which awarded him
the Cresson Traveling Scholarship in 1921 to study in Europe.
Upon his return, he studied privately with Philadelphia
painter and teacher Daniel Garber (1880-1958) but fell in love
with the small town of Mystic while visiting friends he had
met while abroad. He became an integral member of the
colony and moved there permanently in 1925. In addition to
the Mystic Art Association, Lawless was a member of the
New Haven Paint and Clay Club and the Connecticut Academy of Fine Arts. He was greatly inﬂuenced by Davis, as seen
in the low horizon and expressive light ﬁltering through cumulous clouds in Clouds over the Bay. Both Davis and Lawless remained in Mystic until their deaths, and in 1931 the
Mystic Art Association, now known as the Mystic Museum
of Art, received a large donation of paintings from Davis'
widow that form the nucleus of their collection.
-CLH

Charles H. Davis is renowned for his cloud paintings, and we love the cloudy mood and
light in Overcast Landscape. Davis was one of R. C. Vose’s favorite landscapists, particularly his
tonalist works, and the gallery sold his paintings on a regular basis. When Davis’s palette became
lighter and more impressionistic, however, Bill’s Grandfather, who was not a great fan of Impressionism at the time, wrote to Davis in 1927: “Our customers like your older pictures better
than the more modern ones. The tide has turned very strongly against extremely broad paintings.” Little did Grandfather know that his grandson, Bill, would champion Impressionism in
his talks all over the United States and form a personal collection of their work!
Charles H. Davis (1856-1933), Overcast Landscape
Collection of Abbot and Marcia Vose
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Crosscurrents: Cape Ann, Massachusetts

Cape Ann, Massachusetts

Unlike other colonies, there is no singular ﬁgure or moment that deﬁnes Cape Ann. Almost every American painter
of note made the trek to the small spit of land on Massachusetts’ North Shore. Drawn by the brilliant light that infused
the works of Gloucester’s own Fitz Henry Lane (1804-1865),
generations of artists ﬂocked to Gloucester, Annisquam and
Rockport. While a medley of styles and approaches mingled
and led to new developments in contemporary painting,
local structures, such as a small red ﬁshing shack in Rockport
Harbor (which would come to be known as the famous Motif
#1), soon became some of the most recognizable landmarks
in American art.

Inevitably, many of the summer visitors were so enamored by the picturesque region that they established permanent residences. These artists became key members of the
associations created in almost every town on the North
Shore, often establishing their own studios to supplement
income from painting sales.

One of the ﬁrst major visitors to Cape Ann after Winslow
Homer was Frank Duveneck, whose ﬁrst trip to Gloucester
in 1883 left a lasting impression. A highly inﬂuential teacher,
Duveneck returned for his ﬁrst full summer in 1892, accompanied by a coterie of his students, including Theodore Wendel, who were known as the “Duveneck Boys.”

Following stints abroad at the Munich Academy in 1879,
and Giverny in 1887, Wendel returned to the United States
and settled in Ipswich in 1897. His bright impressionist
palette owed more to Monet than it did to Duveneck’s
somber inﬂuence, and he remained close to his compatriots
from each of his European travels. He often hosted close
friends Joseph DeCamp, who taught with Wendel at the
Cowles School in Boston, and Theodore Robinson at his Ipswich home.

The ﬁrst designated exhibition space on Cape Ann was
established in 1915. Gallery-on-the-Moors’ opening exhibitions were to become the social events of the summer.
Theresa Bernstein later recalled, “All society came there to
be seen and to look at the paintings, drawings, and etch-

Map of Cape Ann showing Gloucester, Rockport, Annisquam
and Manchester, ca. 1892

ings...Usually, the punch contained stick, or hard liquor, and
after a few glasses, people tended to become garrulous, omitting barriers of class.”1 Although the gallery only remained
open for seven years, merging with and becoming the North
Shore Arts Association in 1922, its yearly exhibitions featured
works by some of the most inﬂuential artists of the day, including Duveneck, Frederick Mulhaupt, Jane Peterson, John
Sloan, Stuart Davis, Hayley Lever, Felicie Waldo Howell,
William Glackens (1870-1938), Mary Bradish Titcomb, Harry
Aiken Vincent, William Lester Stevens, George Noyes,
Charles Hopkinson and Childe Hassam.

The ﬁrst meeting of the Rockport Art Association (RAA)
was held on a Friday night in 1921. Around ﬁfty Rockport
artists met at the studio of Aldro T. Hibbard, and at the end
of the evening voted to form the association. Harry Vincent

George Noyes is one of the few artists in this exhibition who had little contact with New York City. His art instruction began at the Massachusetts Normal
Art School and continued at the Académie Colarossi in Paris. He immediately
discovered a passion for plein air painting, which he practiced while exploring
the French countryside. After the French Salon accepted one of his paintings,
Noyes’ career was launched and he settled back in Boston, maintaining studios
first at Grundmann Studios, and later at the Fenway Studios. He was content
showing his work at the Copley Society and the Boston Art Club, and Vose Galleries had an extensive relationship with the artist; he eschewed showing in New
York, and for a highly ranked artist, did not seek the prestigious designation of
National Academician. Most notable, in 1898, he began painting and traveling
with Frederic E. Church, one of the nineteenth century’s greatest painters in the
Hudson River School style. Noyes also counted among his students a man who
would become one of the country’s most celebrated illustrators, N. C. Wyeth!
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George Loftus Noyes (1864-1954), Lobster Cove, Annisquam
Collection of Abbot and Marcia Vose

was elected as the ﬁrst president that evening, while Hibbard
would be elected as the organization’s ﬁfth president in 1927,
a post he retained until his death in 1972. Also in attendance
was a young William Lester Stevens. Just two years removed
from a tour of duty in France, Stevens was an enthusiastic
proponent for public access to the arts. His zeal for the new
RAA led to his election as a member of the executive board.

The RAA held annual juried exhibitions and lively theatrical evenings, often with members in historic costumes.
Their exhibitions drew artists such as Reynolds and Giﬀord
Beal, Lilian Westcott Hale, Charles Curtis Allen, Emile
Gruppe (1896-1978), Max Kuehne (1880-1968), Tod Lindenmuth, George Noyes, Anthony Thieme, William and Elizabeth Paxton, Agnes Richmond (1870-1964) and many others.
In a 1940 essay commemorating the association’s 20th anniversary, Harrison Cady remarked that, “Rockport has gradually become one of the most important art colonies in the
country and the attendance at the shows has constantly
grown until its two annual exhibitions—July, August—are
looked forward to as yearly events for hundreds of art lovers.”2

Crosscurrents: Cape Ann, Massachusetts

In Gloucester, two opposing factions emerged from the
artists who exhibited at the Gallery-on-the-Moors. The
North Shore Arts Association (NSAA) and the Gloucester Society of Artists (GSA) were founded with diﬀering standards
and principles. The exhibitions at the NSAA were subject to
jury review and approval, maintaining high standards for
submitted works. While this approach encouraged traditional realist painters, and those working in more impressionist styles, it held little appeal to the more modernist
artists who had begun to travel to Gloucester. Just eleven days
after the ﬁrst meeting of the NSAA, some of the more radical
artists, inﬂuenced by the Society of Independent Artists in
New York, formed the GSA.

Among those attending the ﬁrst meeting of the NSAA
were Paul Cornoyer (1864-1923), Cecilia Beaux, Hugh Breckenridge (1810-1937), Frederick Mulhaupt, George Noyes and
other prominent artists and residents of Cape Ann. A large
exhibition was held in the following summer of 1923. There
had never been a larger collection of art shown at one time
in Gloucester; 230 paintings, drawings, etchings and sculpture by more than 140 artists crowded the exhibition. Exhibitors that year included Aldro Hibbard, William Paxton,
Harry Vincent, Gertrude Fiske and Felicie Waldo Howell.

The GSA was formed on the principle that any artwork
created with serious intent deserved to be shown. Their
motto was “Open to all and an equal chance for all,” and they
mounted non-juried, open exhibitions. In their heyday, during the 1920s and 1930s, these exhibitions presented over
1,000 paintings, drawings and sculpture to the public every
summer. The ﬁrst president was Louise Upton Brumback
(1872-1929), and early members included Milton Avery (18851965), Stuart Davis, Charles Allen Winter (1869-1942),
William Meyerowitz (1887-1981) and Theresa Bernstein.

Theodore Wendel (1859-1932), Gloucester Harbor, Massachusetts, pastel on paper, 20 x 26 inches
Signed and dated lower right: Theo. Wendel 94

Although diametrically opposed in their beliefs, in reality artists took advantage of the multiple exhibition venues
on Cape Ann to show as much of their work as possible.
Many, such as William Lester Stevens, belonged to all three
organizations. This pragmatic approach seems to ﬁt the regional character of Cape Ann; the artists couldn’t let good
wall space go to waste. Although the GSA eventually closed
in the early 1950s, today both the RAA and the NSAA remain
vibrant centers for art.

We were sitting in the front row in one of Sotheby’s American Paintings auctions, but hadn’t had time to view the catalogue. We were stunned when this snow
scene came up since we had sold it years earlier in one of the galleries’ Wendel exhibitions. We both had always loved this work, quickly conferred with each other
under the watchful eyes of the auctioneer, and the hammer went down in our favor!

Wendel’s early work took on the dark palette of the Munich School, but his
style took a new path after he traveled to Giverny, France, in 1886 and became part
of a group that was close to Monet. After two years there, Wendel embraced the
new impressionist ideals and developed a higher-keyed palette as seen in our Ipswich
snow scene. He never really dissolved form into color, however, and he maintained
the strength of composition and structure learned from his study in Germany.
Theodore Wendel (1859-1932), Sledding, Ipswich, Massachusetts
Collection of Abbot and Marcia Vose
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Frederick John Mulhaupt (1871-1938), Winter’s Jewels
Oil on canvas, 36 x 36 inches, signed lower left: Mulhaupt
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Like the Ohio-born Wendel, Frederick
Mulhaupt was a Midwesterner who came to
Cape Ann by way of France. Mulhaupt would
become known as the “Dean of the Cape Ann
School,” creating indelible images of Gloucester Harbor and the surrounding countryside.
His ﬁrst summer on Cape Ann was in 1907,
and he would eventually settle in Gloucester
in 1922. During that time he participated in
ﬁve of the ﬁrst seven exhibitions at Galleryon-the-Moors, and was one of the founding
members of the NSAA. Although known as
somewhat of an introvert, Mulhaupt oﬀered
painting lessons from his studio on Rocky
Neck in Gloucester.

Mulhaupt ﬁrst studied painting at the
Kansas City School of Design before enrolling
at the Art Institute of Chicago, where he later
became an instructor. He moved to New York
in 1904, joined the Salmagundi Club, and in
1926 he was elected an Associate Member of
the National Academy of Design. Mulhaupt
exhibited frequently at the Art Institute of
Chicago, the Pennsylvania Academy, the Corcoran Gallery and the Ogunquit Art Club in
Maine.

Aldro Thompson Hibbard (1886-1972), Winter, Rockport, Massachusetts
Oil on canvas on board, 17 x 20 inches, signed lower right: A. T. Hibbard

Crosscurrents: Cape Ann, Massachusetts

Aldro Thompson Hibbard (1886-1972), Winter Thaw
Oil on canvas, 24 x 30 inches, signed lower right: A. T. Hibbard

Aldro Thompson Hibbard (1886-1972), Country Church, Swiftwater, New
Hampshire, oil on canvas mounted to board, 18 x 23 7/8 inches
Signed lower left: A. T. Hibbard

Aldro Hibbard was a pillar of Cape
Ann’s artistic community. After a period
abroad in 1914, he brieﬂy stayed in
Provincetown before moving to Rockport
in 1920 and founding the Summer School
of Drawing and Painting. Hibbard’s own
work was particularly inﬂuenced by the
broken color of Willard Metcalf. He was a
devotee of painting out of doors in all conditions, and his entrancing studies of the
eﬀects of light on snow are a testament to
this practice.

By the 1930s, Hibbard spent winter
months in Vermont, and the rest of the
year in Rockport, where he taught classes,
served as president of the RAA and even
played on Rockport’s baseball team. Each
spring, Hibbard was responsible for
choosing the exact shade of red that the
town would paint the ﬁshing shack commonly referred to as Motif #1.
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James Jeffrey Grant (1883-1960), From the Hilltop, Marblehead, Massachusetts
Oil on canvas, 30 x 35 1/8 inches, signed lower right: J. Jeffrey Grant
The son of a Scottish artist and craftsman, James Jeﬀrey
Grant looked to follow in his father’s footsteps and enrolled
in the Gray’s School of Art in his hometown of Aberdeen,
Scotland. By the age of seventeen he had exhibited his ﬁrst
painting, and soon thereafter immigrated to Toronto,
Canada, to pursue a career in the arts. Supporting himself as
a commercial sign artist and engraver, Grant continued to
paint independently, and in 1907 left for Chicago. Grant’s efforts were rewarded when he began to exhibit at the Art Institute of Chicago and joined their painting jury a few years
later.

Although a prominent member of the Chicago art community, Grant found his favorite sketching ground not in Illinois, but in Gloucester. The small ﬁshing village and artists’
colony ﬁrst drew him in 1931, and he continued to summer
there over the next twenty years. Recording the daily activi-
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ties of the ﬁshermen and villagers, rather than painting
purely marine scenes, Grant exhibited his Gloucester and
Rockport paintings each summer at the NSAA between the
years of 1934 and 1956, along with those created during his
frequent trips abroad.

Grant ﬁrst came upon Cape Ann in the midst of the
Great Depression, and in Gloucester, the economic shock
was compounded by a severe decline in the ﬁshing industry.
Due to overﬁshing, boats came back with lighter and lighter
holds and processing facilities closed; the town had its share
of breadlines and unemployed workers. Eventually WPA
projects would help put Cape Ann back on sound footing.
Over twenty-eight municipal building projects received federal money in Gloucester alone, while the granite quarries in
Rockport began to grind out stone for similar projects across
the country.

Crosscurrents: Cape Ann, Massachusetts

James Jeffrey Grant (1883-1960), After the Catch, Gloucester, Massachusetts
Oil on canvas, 30 x 26 inches, signed lower right: J. Jeffrey Grant

Although he left no known papers or diaries, Grant’s oil
and watercolor paintings of Gloucester are his unique record
of the picturesque village. In a review of his solo show at the
Currier Gallery of Art in 1936, one critic noted that the “…poetic aspects of Rockport and Gloucester and life by the side
of the sea have been transferred to the canvas by [Grant] in
many interesting studies….”3 While he occasionally painted
the quaint waterfront views typical of many of his contemporaries, more often Grant focused on Gloucester’s industrious dockworkers. His paintings serve as a colorful snapshot
of Gloucester’s ﬁshing industry during the 1930s and ‘40s.

While he continued to work in a realist manner throughout his life, Grant was not opposed to looking at modern art
for inspiration. In 1957 he wrote, “[I] am not adverse to many
of the new things in art, but look for the best that is in them
and forward to the time when the two schools of painting
will be more closely related. I feel that each individual should
paint as the spirit moves him without any restrictions.”4 The
carefully placed blocks of color in Grant’s own work illustrate
his openness to experimentation. This technique, when combined with his strong sense of composition, produced vivid
oils and watercolors alike, capturing the very essence of life
in Gloucester and the towns Grant visited.
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Harry Aiken Vincent (1864-1931), The Harbor, Gloucester, Massachusetts
Oil on canvas, 25 x 30 inches, signed lower left: H. A. Vincent

William Lester Stevens (1888-1969), Rocky Shore
Oil on canvas, 24 7/8 x 30 1/8 inches
Signed lower left: W. Lester Stevens
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Felicie Waldo Howell (1897-1968), Two Sword Fishers
Gouache on brown paper, 11 5/8 x 15 3/4 inches
Signed and dated lower right: Felicie Waldo Howell 1919

Crosscurrents: Cape Ann, Massachusetts

Born in Rotterdam, Holland, Anthony
Thieme is best remembered for his harbor
scenes and townscapes of Cape Ann. In
1902 he began studying painting at the
Royal Academy in Holland, pursuing his
growing interest in ﬁne art. His training
continued in Germany in 1904, and then in
Italy at the Scuola di Belle Arti. Thieme immigrated to the United States at age 22 and
began working as a set designer in New
York City. After traveling for a few years, he
settled in Boston. The Grace Horn Galleries
hosted Thieme’s ﬁrst solo exhibition in
1928, and in that same year he won a prize
from the NSAA.
Thieme devoted much of his career to
teaching. After settling in Rockport, he directed the Summer School of Art between
1929 and 1943 and was a member of numerous arts organizations, including the RAA,
the GSA and the NSAA. He exhibited paintings regularly, winning many prizes and
medals.

Anthony Thieme (1888-1954), South Street, Rockport, Massachusetts
Oil on canvas board, 12 x 16 inches, signed lower left: A. Thieme

Anthony Thieme (1888-1954), Gloucester, Massachusetts
Oil on canvas, 30 x 36 inches, estate stamped
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Edward Henry Potthast (1857-1927), At the Beach
Oil on artist board, 5 3/16 x 8 inches, signed lower right: E. Potthast
By the 1890s, Edward Potthast became well known for
his impressionist scenes of the New England coast. Many of
these were completed while working on Cape Ann, as well as
at the art colonies of Rockland and Ogunquit, Maine. Potthast made his ﬁrst visit to Gloucester in 1896 and continued
to summer there for the next twenty-ﬁve years. His seashore
scenes of Cape Ann from the nineteen-teens and twenties
are among his most famed works, especially the delightful

paintings of sunbathing ﬁgures that he began to create in
1915. The “smiling aspect of life” which Potthast depicted
touched his fellow artists and patrons alike. One critic of a
1915 exhibition remarked that, “E. H. Potthast has marvelous
success with seaside sketches. Six were shown and all sold
within a few hours. They were very fresh in colour and spontaneous—ﬁne snapshots in paint.”5

Elizabeth Roberts’ modernist seascape is a favorite with our guests.
She was a founder of the Concord (Massachusetts) Art Association,
where she settled after attending the Pennsylvania Academy and spending ten years studying and painting in France.

Vose Galleries has long championed women artists and began organizing group shows in 1917. The one held in 1919 included Roberts,
who showed alongside noted artists Jane Peterson, Mary Bradish Titcomb
and Laura Coombs Hills. She became a member of two important
women’s exhibition groups at the time, the Philadelphia Ten and The
Group in Boston. She also spent time in West Gloucester and Annisquam, Massachusetts, painting the softly colored beach scenes for
which she became best known.
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Elizabeth Wentworth Roberts (1871-1927), On the Sands
Collection of Abbot and Marcia Vose

Crosscurrents: Cape Ann, Massachusetts

Jane Peterson (1876-1965), Fishing Boats at Gloucester
Oil on canvas, 24 x 30 1/8 inches, signed lower right: Jane Peterson

Jane Peterson trained in New York at the Pratt Institute
and the Art Students League. She was an avid traveler, visiting Gloucester for the ﬁrst time in the early 1900s. She would
return for the rest of her life, delighting in the picturesque
town and the rippling eﬀects of light on water. Her summers
in Cape Ann resulted in canvases ﬁlled with the wharves and
inlets around Gloucester. She exhibited at the Gallery-on-

the-Moors regularly and was an early member of the NSAA.
Following her marriage in 1925, she spent time at their summer home in Ipswich, painting her ﬂower garden. She would
eventually serve as a member of the board of the NSAA from
1953 through 1961. Critics lauded Peterson, and one enthused: “There is an athletic dash and swing to...the paintings.”6

Jane Peterson was an artist whom we greatly admire, not only because of her incredible talent,
but also because we admire her pluck and perseverance in carving an international reputation as an
artist at a time when feminine careers were confined to the household. Peterson was invited to study
with the leading teachers of Europe, including Sorolla (1863-1923) in Madrid and Frank Brangwyn
(1867-1956) in London, and for years traveled the world alone to such exotic spots as Turkey and Algeria. At home in New York and Boston, she taught and exhibited with the leading lights of American Art: Childe Hassam, Edward Potthast, Robert Henri, Maurice Prendergast and other members of
the New York School.

Peterson’s scenes of New England villages of the nineteen-teens particularly resonate with us. She
had just finished studying abroad and brought back highly evolved skills in color and design. She was
whimsical, not unlike Maurice Prendergast. We have owned Old Street in Gloucester, Massachusetts for
twenty-five years, and it is as fresh now as when we first bought it.

Jane Peterson (1876-1965), Old Street in Gloucester, Massachusetts
Collection of Abbot and Marcia Vose
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Edward Hopper (1882-1967), Farm House at Essex
Watercolor and graphite on paper, 14 x 20 inches, signed lower left: Edward Hopper, 1929

From 1900 to 1906 Edward Hopper studied at William Merritt
Chase’s New York School of Art under Robert Henri and Kenneth
Hayes Miller, both of whom emphasized contemporary, rather
than academic, subjects. Hopper’s ﬁrst visit to Cape Ann came in
1912, when he visited his friend Jonas Lie (1880-1940) and spent
the summer wandering the docks and multicultural streets of
Gloucester. He returned in the summer of 1923, executing works
that would eventually lead to his recognition as one of America’s

Paul Strisik (1918-1998), Dock Square, Rockport, Massachusetts
Oil on canvas, 24 x 30 inches, signed lower right: Strisik, ca. 1960
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great painters. It was during this time that Hopper
ﬁrst began using watercolor as a serious medium. His
ﬁnished works are conﬁdent and masterful, full of
the North Shore’s clean light. The watercolors were
highly praised in an exhibition the following year at
the Brooklyn Museum, resulting in the ﬁrst purchase
of one of Hopper’s paintings since the 1913 Armory
Show.

He summered in Gloucester again the following
year, this time on his honeymoon with artist and fellow Henri student, Josephine Nivison. Several works
he produced that summer were included in his ﬁrst
solo show at a commercial gallery, which promptly
sold out. Hopper would later recall: “At Gloucester
when everyone else would be painting ships and the
waterfront, I’d just go looking at houses. It is a solidlooking town. The roofs are very bold, the cornices
bolder. The dormers cast very positive shadows.
The sea captain inﬂuence I guess—the boldness of
ships.”7

Brooklyn native Paul Strisik moved to Rockport
in 1955. Though he traveled extensively, he always
called Cape Ann home. Strisik studied at the Art Students League under Frank DuMond, and became an
active member of both the RAA and NSAA. In his
nearly ﬁfty-year career, Strisik amassed a series of
awards that few, if any, artists achieve: over 200
awards, including seventeen gold medals, as well as
accolades from the many art organizations where he
played a leadership role.

Crosscurrents: Cape Ann, Massachusetts

Harvard-educated Charles Hopkinson prepared for
his art career at the Art Students League of New York
and studied the Old Masters on many trips to Europe.
Settling in Manchester, Massachusetts, in 1903 at his
wife’s estate, named “Sharksmouth,” Hopkinson spent
summers painting by the ocean, often using family
members and the picturesque surrounding landscape
as inspirations for his oils and watercolors. Hopkinson’s
ﬁve daughters, and later his grandchildren, modeled for
numerous paintings during their childhood.

The Piazza Door is a striking portrait of his second
daughter, Mary, standing at the threshold of the terrace
of the family’s Manchester home, with sweeping views
of the Atlantic Ocean. The painting was exhibited at
several important venues during the 1910s and ‘20s, underscoring its importance in the eyes of the artist.
While Mary appears to be older and perhaps ready to
cross a symbolic threshold into young adulthood, the
portrait was actually created around 1911 when she was
only six years old.

Hopkinson was an early member of the NSAA, exhibiting three watercolors at their ﬁrst exhibition. Prior
to that he had exhibited often at the Gallery-on-theMoors, including a featured work on the main wall in
the very ﬁrst exhibition in 1916. He would later serve on
the ﬁrst jury at a Gallery-on-the-Moors exhibition in
1920 along with New York artists Jane Peterson and Paul
Cornoyer. Although Hopkinson became famous as a
portraitist in the style of the Old Masters, the paintings
of his family took on a more modern look, as did his watercolors. He showed three major oils at the avant-garde
Armory Show in 1913 and chose not to align himself
with established Boston School painters.
-TMP
Notes:
1
Bernstein Meyerowitz,Theresa, William Meyerowitz, The Artist
Speaks (Cranbury, NJ: Associated University Presses. 1986) p. 29.
2
Cady, Harrison, Artists of the Rockport Art Association. Comp. Kitty
Parsons Recchia. (Rockport, MA: Rockport Art Association. 1940)
p. 10.
3
Unidentiﬁed newspaper clipping, Vose Galleries Artist File.
4
C. J. Bulliet, “Artists of Chicago Past and Present, No. 46, James Jeffrey Grant”, Chicago Public Library, Art Files.
5
“Contemporary Exhibitions of Modern Art,” by W. H. de B. Nelson,
International Studio, February 1915.
6
Christian Science Monitor, Jan. 23, 1909, quoted in J. Jonathan
Joseph, Jane Peterson, An American Artist (Boston, 1981): p. 27.
7
Davies, Kristian, Artists of Cape Ann, A 150 Year Tradition (Rockport, MA: Twin Lights Publishers, Inc.) p. 77.

Charles Hopkinson (1869-1962), The Piazza Door
Oil on canvas, 65 1/2 x 45 1/2 inches
Signed lower left: Chas. S. Hopkinson, 1911

Charles Hopkinson had a lucrative portrait career and was considered the most
successful portrait painter in the country employing the style of the Old Masters.
When Hopkinson began experimenting in watercolor, however, he developed a very
modern look, as demonstrated in Kite Flying, Ipswich, Fourth of July (circa 1955), and
became part of a group called the Boston Five, one of only a handful of artists in the
city who would be classified as “Modern.”
Ironically, art dealer Robert C. Vose (1873-1964), who was vehemently opposed
to the new ideas pouring in from Europe, held exhibitions of the Boston Five during
the twenties and thirties, and the gallery has continued to champion Hopkinson
with solo exhibitions in 1991, 2001 and 2013.
Charles Hopkinson (1869-1962), Kite Flying, Ipswich – Fourth of July
Collection of Abbot and Marcia Vose
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Provincetown, Cape Cod and the Islands, Massachusetts

When the young Charles Hawthorne arrived at
the tip of Cape Cod in 1899, the serene ﬁshing village
of Provincetown was far from the bustling artists’
colony he would be instrumental in developing. The
railroad had only recently extended the full 60 miles
from the mainland of Massachusetts, and automobiles had yet to even make an introduction on the
peninsula. With a large Portuguese population stemming from early whaling crews and Yankee natives
descended from voyagers of the Mayﬂower, the town
provided an American alternative to the European art
colonies. It boasted the exceptional qualities of sunlight, rolling sand dunes and exotic models, close
enough to New York to attract students en masse, but
remote enough to appeal to their yearning for the
quaint and pristine. With the founding of
Hawthorne’s Cape Cod School of Painting, the only
school for out-of-doors ﬁgure painting in the United
States at the turn of the century, Provincetown began
a transformation into a mecca for painters, musicians,
authors and actors; a safe haven for the cultivation
and exchange of creative thought.

An early Cape Cod School of Art class. The man in the hat and
jacket is Charles Hawthorne.
Photo courtesy of the Provincetown Art Association and Museum

Hawthorne’s fame as both an award-winning
artist and innovative instructor attracted painting
students from across the country. He had attended
the Art Students League of New York under Frank

Robert C. Vose (1873-1964) gave Charles Hawthorne a solo
show in 1913, fourteen years after Hawthorne discovered
Provincetown and founded his Cape Cod School of Art. He was
included in group shows in 1917 and at the galleries’ newly
opened location in Copley Square in 1924.

Grandfather sold Hawthorne’s Story Book in 1917 from an
exhibition titled “Paintings by Modern American Figure
Painters.” Over thirty years ago Bill spotted the painting at auction and bought it back. The picture is a masterpiece, displaying
Hawthorne’s mastery of the figure, and the frame, which is original, was made at the famous Carrig-Rohane frame shop owned
by the gallery. The painstaking sgraffito work is achieved by applying black paint over gilt, then scratching the surface of the
paint to expose an intricate gold pattern underneath. The technique dates back to the 1500s.

Hawthorne trained at the Art Students League of New
York, and although he was not considered a Boston School
painter, he trained many students from the school at his Cape
Cod School of Art.
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Charles Webster Hawthorne (1872-1930), Story Book
Collection of Abbot and Marcia Vose

Crosscurrents: Provincetown, Cape Cod and the Islands, Massachusetts

Gerrit A. Beneker (1882-1934), The Christopher Wren Tower, Provincetown, Massachusetts
Oil on canvas, 24 1/8 x 20 inches, signed and dated lower right: Gerrit A. Beneker 1925

DuMond, as well as William Merritt Chase's Shinnecock
School on Long Island prior to opening his school. His color
theory and methodology surprisingly focused not on the
landscape, but on painting the ﬁgure out-of-doors. He emphasized putting down colors next to each other on the canvas—students were encouraged to utilize palette knives
rather than brushes to overcome the instinct to depict ﬁne
detail. “Go out like a savage, as if paint has just been invented.
Put it on with a putty knife or even ﬁngers and you get something fresh—water is wet, sky has air, you can walk into the
canvas.”1 “Mudhead” became a familiar term to his students
as they sought to depict a model’s face contrasted against a
bright backdrop.
Gerrit Beneker studied at the Art Institute of Chicago
and the Art Students League of New York, and in 1905,
launched his career as an illustrator, specializing in pictures

of industry. In 1913, Beneker moved with his family to
Provincetown, to attend Hawthorne’s Cape Cod School of
Art. Under Hawthorne’s tutelage, Beneker learned more
about color theory and began to paint seascapes and portraits
of local characters. On Cape Cod he adopted a more impressionistic style and brightened his palette, facets clearly evident in The Christopher Wren Tower, Provincetown,
Massachusetts, painted in 1925. The work depicts what is
now known as the Unitarian Universalist Meeting House on
Commercial Street, which was built in 1847 and is now a National Historic Landmark. This painting was illustrated on
the cover of The Literary Digest in 1925, and was also most
likely shown at Vose Galleries that same year in a solo exhibition of the artist’s work.

Provincetown grew exponentially, and by 1916 it was
touted as the largest art colony in the world, with over 300
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Gerrit A. Beneker (1882-1934), Conwell Wharf, Provincetown, Massachusetts
Oil on canvas, 16 1/8 x 20 1/8 inches
Signed and dated lower right: Gerrit A. Beneker 1917

artists in residence. By 1917, at least four additional art schools were in operation on the
Cape: E. Ambrose Webster’s Summer School of
Painting; George Elmer Browne’s West End
School of Art; Bror Norfeldt, William and Marguerite Zorach, Frederick Burt and M. Musselman Carr’s Modern School of Art; and George
Senseney’s monochrome and color etching
class. Encouraged to discover their independent
spirit as ﬁne artists, many of the students of
these schools and various groups became highly
successful and gifted painters, printmakers and
teachers as well.

The Provincetown Art Association (PAA)
was founded in 1914 by a group of artists including E. Ambrose Webster, Charles Hawthorne,
Gerrit Beneker, Tod Lindenmuth, and Ross
Moﬀett, with the goal to collect and exhibit artwork by Provincetown artists. Unbeknownst to
its founders, the organization would experience
the growing rift between traditional and modern painters that emerged after the groundbreaking 1913 Armory Show. In 1916, the PAA
organized its ﬁrst traveling exhibition, showing
68 works at Vose Galleries, and continuing on
to six other venues. Vose’s exhibition records
note the inclusion of works by traditionalists,
such as William Paxton and Caleb Arnold
Slade, but the most abstract painters were not
admitted by the conservative-minded PAA jury.

Outrage from the more modern sect ensued, and between the years of 1927 and 1937,
the PAA curated separate “Regular” and “Modern” exhibitions as a way to oﬀer more equal
representation for all members of the organization. Lindenmuth and Moﬀett were among the
artists to bridge the gap between the two factions, and by 1938 the Board of Honorary
Trustees became a more integrated and tolerant
group. It was decided to once again combine the
“Regular” and “Modern” artists in their annual
exhibition.

Henry Hensche (1899-1992), Provincetown Street Scene
Oil on board, 23 5/8 x 27 1/2 inches, signed lower right: Henry Hensche

54

Henry Hensche began his studies at the Art
Institute of Chicago before attending the National Academy of Design and the Art Students
League in New York, but the most profound inﬂuence on the direction of his art were the summer classes taken with Charles Hawthorne
beginning in 1919. Hensche became an instructor at the school in 1928, and after Hawthorne’s
sudden death in 1930 he took over its direction,
renaming it the Cape School of Art. Hensche
took the Provincetown tradition of painting in
a new direction for the next ﬁfty years, combining Hawthorne’s color theory with the Impressionists’ credo of observing how changing light
aﬀects those colors throughout the day.

Crosscurrents: Provincetown, Cape Cod and the Islands, Massachusetts

Marguerite Zorach (1887-1968), Open Market
Oil on wood panel, 12 5/8 x 16 1/8 inches, monogrammed lower left, ca. 1909

Tod Lindenmuth (1885-1976), Commercial Street in Winter, Provincetown
Oil on canvas, 25 x 30 inches, signed lower right: TOD LINDENMUTH
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John Whorf (1903-1959), May
Watercolor and graphite on paper, 15 1/4 x 22 3/4 inches
Signed lower right: John Whorf

In the summers after Hawthorne’s passing, another hugely inﬂuential Abstract Expressionist painter named Hans Hofmann
(1880-1966) visited Provincetown, rented
Hawthorne’s studio and ultimately founded
his own school of painting. From the 1930s on,
Provincetown would welcome additional
modernists, including Franz Kline (1910-1962),
Robert Motherwell (1915-1991) and Jackson
Pollock (1912-1956), expanding its reputation
as a sanctuary for originality. As if in response
to a need to continue Hawthorne’s legacy,
Jerry Farnsworth (1895-1983) and R. H. Ives
Gammell opened their own traditional, realist
schools on the outer cape and maintained
equilibrium.

Similar to Provincetown, Nantucket had a
burgeoning whaling and ﬁshing industry dating back to the 1650s, and the earliest art created on the island were portraits of prominent
ship captains and scrimshaw depicting whaling motifs. Eastman Johnson (1824-1906) was
a prominent summer resident as early as the
1870s, and by the 1880s Impressionism began
rearing its head on Nantucket after artists
Childe Hassam and Theodore Robinson,
among others, began visiting the island. More
Impressionists and Post-Impressionists, such
as Hayley Lever (p. 23) and Mary Bradish Titcomb, soon followed in the early part of the
century, drawn by the quaint harbor, vast
marshes and beaches.
However, Nantucket did not truly become
an artists’ colony until Frank Swift Chase
(1886-1958) came to the island in 1920 and
started teaching art classes. Chase had originally studied with John Carlson at the Art Students League of New York, and helped Carlson
in founding the Woodstock Artists Association one year prior to starting his school on
Nantucket. Considered the “Dean of Nantucket Artists,” Chase was beloved by his students, many whom were inﬂuential women of
the town, including Anne Congdon (18731958), Elizabeth Saltonstall (1900-1990), Ruth
Sutton (1898-1960), Emily Hoﬀmeier (18881952) and Isabelle Tuttle (1895-1978). Chase
encouraged plein air painting classes, and his
students utilized wharf cottages along the waterfront, recalling his own tutelage back in the
mountain shanties of Woodstock. He helped
to establish and nurture the Nantucket Artists
Association, which is still in existence today.

Mary Bradish Titcomb (1858-1927), Boats at Nantucket, Massachusetts
Oil on canvas mounted to board, 12 x 9 inches
Signed lower left: M. B. Titcomb, ca. 1915
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Martha’s Vineyard also became a haven for artists in
the summer months, especially for a wide variety of art
professors in Massachusetts and New York. Frederick
Daniels formally trained at the Massachusetts Normal
Art School in Boston, and had a long and impressive career as a supervisor in art education throughout several
Massachusetts communities. From as early as 1897 he
was leading drawing classes at the Martha’s Vineyard
Summer Institute, a workshop for teachers. Described in
the school’s advertisement as “one of Massachusetts’
most progressive and successful directors of drawing,”2
Daniels certainly enjoyed his time there and produced
charming scenes of island life well into the 1920s and
‘30s.

Julius Delbos immigrated to the United States from
England in 1920 as an accomplished painter and teacher.
He settled in New York and summered on Martha’s Vineyard, showing his work at all of the major venues, including the National Academy, where he was accepted as full
Academician in 1948. Delbos was especially fond of
painting Menemsha, the quaint ﬁshing village on the
western end of the island and a spot often captured by
other prominent artists, such as Thomas Hart Benton
(1889-1975) and Lois Mailou Jones (1905-1998), during
the 1930s and ‘40s.
-CLV

Frederick Hamilton Daniels (1872-1966), Vineyard Haven
Harbor, Massachusetts, oil on board, 10 x 14 inches
Signed and dated lower left: F. H. Daniels - 1932

Notes:
1
Hawthorne on Painting, Collected by Mrs. C. Hawthorne. (New York:
Dover Publications, 1961. XIII).
2
Prang advertisement in Journal of Education, Vol. LIII, No. 13, p. 212,
March 28, 1901; Art Education, Vol. III, No. 4, May 1, 1897

Frederick Hamilton Daniels (1872-1966), The Lagoon and
Vineyard Haven Harbor, Massachusetts, oil on board, 10 x 14
inches, signed and dated lower right: F. H. Daniels - 1931 -

Julius Delbos (1879-1970), Menemsha Harbor, Martha's Vineyard
Watercolor and graphite on paper, 22 1/2 x 29 1/4 inches
Signed lower left: Julius Delbos, ca. 1940s
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Ogunquit, Maine

The rugged coastline and humble ﬁshing village of
Ogunquit, Maine, ﬁrst charmed Charles H. Woodbury while
visiting his in-laws in nearby York in 1888. Within the next
decade, he had built a home and studio at Perkins Cove, and
in 1898 opened the Ogunquit Summer School of Drawing
and Painting, welcoming artists for a six-week course involving lectures, critiques, demonstrations and, most importantly, working en plein air. After acquiring fundamental
skills at programs in New York and New England, students

spent the season applying Woodbury’s more unconventional
lessons to their work. Embracing the value of working directly from nature, artists planted easels along the town’s
beaches, coves and ﬁelds, and were instructed to quickly discern and record their observations using vigorous brushwork. Spontaneity was encouraged, but Woodbury also
taught the importance of accurately portraying the elements
and the way water and wind moved: a tribute to his background in engineering.

Charles H. Woodbury (1864-1940), Windswept Seas
Oil on canvas mounted to Masonite, 17 x 21 inches, signed lower left: Woodbury
Charles H. Woodbury was a true original and we own five paintings by
him, all of them beach scenes. We even named our standard poodle Woodbury! Notes art scholar Erica Hirshler, “Woodbury had both a scientific and
an artistic fascination with the shifting surfaces of the sea, which he explored
in thickly painted, richly colored views of the shore and of monumental
waves.”* We couldn’t agree more! The Bath House, Ogunquit, Maine, is a major
painting by the artist that has been widely exhibited, including at the Museum of Fine Arts, Boston. It’s a perfect example of his ability to paint motion—in this painting, the grass—fronting the dark chiaroscuro of the cars and
bath house.
*Fairbrother, Trevor et al., The Bostonians, Painters of an Elegant Age, “Artists
Biographies” by Erica Hirshler, (Museum of Fine Arts, Boston, 1986). p. 230.

Charles H. Woodbury (1864-1940), The Bath House, Ogunquit, Maine
Collection of Abbot and Marcia Vose
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Woodbury’s artistic abilities came naturally.
Growing up in Lynn, Massachusetts, he joined
the Lynn Beach Painters at the age of sixteen,
and three years later became the youngest member of the Boston Art Club. Woodbury enrolled
at MIT in 1882 to appease his father’s wishes of
pursuing a practical career, but continued to develop his skills when his schedule allowed. During his junior year, Ross Sterling Turner
(1847-1915) , his architecture professor, immediately recognized his talent and invited him to
join an informal watercolor class. Thanks in
large part to Turner’s encouragement, Woodbury chose to pursue his passion for painting
after graduating in 1886, and became highly successful in this endeavor, winning awards and exhibiting throughout the country to great
acclaim. He maintained a studio in Boston and
was close to several leading painters of the city,
including Hermann Dudley Murphy and Frank
Benson, both of whom visited Ogunquit. Although he was not the ﬁrst artist to paint there,
Woodbury’s leadership over thirty-six summers
transformed Ogunquit into the thriving artists’
colony that it remains today.

Crosscurrents: Ogunquit, Maine

Charles H. Woodbury (1864-1940), Mid-ocean Swells
Oil on canvas, 17 x 21 1/8 inches, signed lower right: Chas. H. Woodbury

Charles H. Woodbury (1864-1940), Spindrift
Oil on canvas, 36 1/2 x 48 1/2 inches, signed lower right: Charles H. Woodbury, 1925
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Mabel May Woodward (1877-1945), Ogunquit Bathers
Oil on canvas, 16 x 20 inches, signed lower right: M. M. Woodward

Gertrude Fiske, Mabel May Woodward and Anne Carleton spent many summers painting together with Woodbury in Ogunquit in the early twentieth century. After
studying with Tarbell, Benson and Hale at the Museum
School, Fiske ﬁrst went to Ogunquit around 1914 and eventually bought a summer home on Pine Hill Road. Woodward
graduated from the Rhode Island School of Design in 1897,
while Carleton got her start at the Massachusetts Normal Art

Gertrude Fiske (1878-1961), Nude
Oil on canvas, 40 1/4 x 50 1/4 inches
Signed lower right: Gertrude Fiske, ca. 1922
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School in 1899. Both attended the Art Students League of
New York, years apart, before going to Maine. Coming from
diﬀerent backgrounds and bonded by their love of Ogunquit,
all three followed Woodbury’s guidance to “paint in verbs,
not in nouns”1 and his advice to enliven a scene using color
harmonies. These qualities are evident in the landscapes and
beach scenes which resulted from these summers.

Gertrude Fiske (1878-1961), Autumn Hillside
Oil on canvas, 24 1/8 x 30 1/8 inches
Signed lower right: Gertrude Fiske, 1917

Crosscurrents: Ogunquit, Maine

Anne Carleton (1878-1968), Turbot’s Creek, Ogunquit
Oil on canvas, 27 x 36 inches
Signed lower left: A. W. Carleton

Charles Curtis Allen and Clarence Chatterton were also
inspired by their visits to Ogunquit over the years. A student
of Philip Hale and Hermann Dudley Murphy, Allen painted
throughout New England but was especially fond of the ﬁshing villages found up and down the Maine coast, and kept a
studio in Ogunquit for a time. Chatterton, educated by

Charles Curtis Allen (1886-1950), Maine Fishing Shacks
Oil on canvas board, 15 7/8 x 20 inches
Robert Henri in New York, traveled to Ogunquit with his
friend Edward Hopper during the summers and also painted
in Kennebunkport and on Monhegan Island.
-CSK

1

Young, George M., Force Through Delicacy: The Life and Art of Charles H.
Woodbury (Portsmouth, NH: Peter E. Randall Publisher, 1998). p. 91.

Clarence K. Chatterton (1880-1973), Tapestry, Ogunquit
Oil on canvas, 24 x 30 inches, signed lower right: C. K. Chatterton
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Monhegan, Maine

The artists who discovered and returned time and again
to Monhegan not only romanticized the landscape, but also
highlighted the unspoiled wilderness, challenging weather
conditions and hardworking residents of the island. It drew
painters to its rugged shores as early as 1858, when Aaron
Draper Shattuck and Harrison Bird Brown (1831-1915) embarked on a day-trip through turbulent waters to reach the
remote outpost located twelve miles oﬀ the coast of Maine.
Several others followed their lead, but with little in the way
of formal accommodations, they lodged with friendly locals
until the ﬁrst guesthouse opened its doors in the late 1880s.
This greatly increased Monhegan’s popularity as a tourist
destination during the warmer months, enticing artists such
as Sears Gallagher, Alfred T. Bricher (1837-1908) and William
Trost Richards during the early 1890s. By this time, several
others had begun building homes on the island and, in the
process, further cemented its role as a thriving artists’ colony.

In 1903, Pennsylvania Academy alumni Edward Redﬁeld
(1869-1965) and Robert Henri made their ﬁrst journey to
Monhegan and encouraged their friends and students to venture there in subsequent years. Among those answering the
call were members of the Old Lyme Impressionists’ colony
in Connecticut, including Frank Bicknell, Wilson Irvine and
Ernest Albert (1857-1946), as well as Walter Griﬃn, who visited the island regularly beginning in 1908, when Monhegan
Island, Maine was painted. They were joined by several of
Henri’s New York circle of Ashcan painters along with his students, George Bellows (1882-1925), Rockwell Kent (1882-1971)
and Edward Hopper, thereby establishing Monhegan as a
place where personalities representing opposing movements
in the art world could gather and ﬁnd inspiration in their
own unique ways.

William Trost Richards (1833-1905), Blackhead, Monhegan
Oil on board, 8 x 16 inches, signed lower left: Wm. T. Richards
After we bought Walter Griffin’s view of Monhegan Island, we became fascinated with the colony’s history and spent a weekend there exploring this very
dramatic island. We stayed at the 1870s Monhegan House, where artists must
have stayed, and found the exact location where this scene was painted.

We wondered if perhaps Griffin knew the New York painter Frederick Judd
Waugh, another of our favorite artists, since both artists, born in 1861, painted
there in 1911.
A testament to the esteem with which Griffin was held in his lifetime, the
National Academy of Design held a joint memorial exhibition for Walter Griffin
and Childe Hassam after their deaths, both in 1935.
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Walter Griffin (1861-1935), Monhegan Island, Maine
Collection of Abbot and Marcia Vose

Crosscurrents: Monhegan, Maine

Andrew Winter (1892-1958), Picnic at Marshall Point Light
Oil on canvas, 24 x 36 inches, signed lower right: A. Winter

Andrew Winter (1892-1958), Pulpit Rock, Monhegan
Oil on canvas, 24 x 36 inches, signed lower left: A. Winter

The inﬂuence of American Regionalism also made its
way to Monhegan during the years of the Great Depression,
and several painters applied this style to depict the true
essence of island living. One such artist was Andrew Winter,
who ﬁrst went to Monhegan at the suggestion of his friend

Jay Connaway (1893-1970) and was living there year-round by
1940. His scenes, painted in all seasons, reveal his captivation
with the island’s dramatic granite cliﬀs, weather-beaten
shores and houses, and the hardy ﬁshermen who served as
the backbone of the community.
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James Fitzgerald (1899-1971), Lugging Traps, Monhegan
Watercolor on paper, 15 x 22 inches, signed lower right: James Fitzgerald

James Fitzgerald (1899-1971), Seining by Moonlight
Watercolor on paper, 19 1/2 x 24 inches, estate stamped lower right: James Fitzgerald

Boston Museum School graduate James Fitzgerald was
an experienced sailor who travelled the eastern seaboard and
discovered Monhegan in 1924. He settled there in 1943, eventually purchasing the home and studio of his friend Rockwell
Kent. Fitzgerald’s ﬁrsthand knowledge of life on the ocean
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drew him to Monhegan’s docks and bluﬀs, where he would
stand for hours mentally capturing the scene before translating his observations surely and swiftly back in his studio,
using elemental shape, mass and light.

Crosscurrents: Monhegan, Maine

Jamie Wyeth, Yolk and the Wicker Chair
Mixed media on paper, 28 x 22 1/4 inches, signed lower right: J. WYETH, 1987

Another home built by Kent (he built four between 1906
and 1910) is now owned by Jamie Wyeth, whose artistic family
was long inspired by the Maine coast. In the early 1920s, his
grandfather N. C. Wyeth purchased a house in Port Clyde, a
point from which several ships would leave for Monhegan,

and over the years all three generations would paint on the
island. Jamie’s Monhegan paintings, in particular, often reﬂect a sense of solitude while celebrating the eccentricities
and self-reliance of the locals.
-CLH
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Contemporary Inspirations
By Carey L. Vose

Last year, as we were mulling over ideas to celebrate our
175th anniversary, I recalled hearing stories from most of our
contemporary artists about their earliest memories of Vose
Galleries, often from their years as art students. Many of
them were signiﬁcantly inﬂuenced by speciﬁc artists or artistic movements which the gallery has featured through the
years. The works that graced our walls helped to shape their
own work over time.

Benjamin C. Champney (1817-1907), Late Afternoon Skating
on the Pond, oil on board, 10 5/8 x 17 3/4 inches, signed and
dated lower right: B. Champney 1862

Aaron Draper Shattuck (1832-1928), Autumn on the Farm
Oil on canvas, 12 3/4 x 18 3/4 inches
Signed lower left: A. D. Shattuck
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I thought it would be interesting to have our artists create a work of art based on an aspect of our history which they
found particularly inspiring. With our extensive archives,
photographs, artists’ letters and objects dating back to the
1850s, I knew there would be a wealth of materials that would
inspire the imagination. The idea was enthusiastically embraced across the board and, as you will see, each artist took
a very diﬀerent approach to the endeavor.
-CLV

Like June Grey (opposite page), many early New England artists found an abundance of inspiring views
among the region’s natural landscape to sustain them
throughout the year. In 1851, Benjamin Champney ventured to the White Mountains of New Hampshire and
spent the next ﬁfty summers painting from his home in
North Conway. He was also one of the few artists who endured the occasional winter and hoped others would embrace the challenge, writing to the Editor of the Boston
Evening Transcript: “All know how attractive this region
is to summer visitors…But of winter – grand, severe old
winter, there is no one to speak; no chronicler of its stern
beauty. Yet, this is the season too which demands the
most eloquent words, for it surpasses all others in its
wonderful majesty and terrible grandeur.”1

Aaron Draper Shattuck ﬁrst sketched in the White
Mountains in 1854, but also explored the Hudson River
Valley, the Berkshires of Massachusetts, and the Maine
coast, before settling down with his family at a farm in
Granby, Connecticut, in 1870. Shattuck had never been
inﬂuenced by European styles, and his landscapes are
thoroughly American, admired for their quiet charm and
attention to detail: “The veracity of Shattuck’s rendering
was equally striking, whether his pencil is at work on the
Androscoggin, or near the Housatonic, among the
Mountains, or on the borders of Lake Champlain. The
trees, skies, rocks, waters and whole tone, in each instance, are singularly, naively true to the local tints and
forms…[he] imparts a rural feeling so genial and genuine
that we seem transported to the very spot he represents.”2
-CSK

Notes:
1
“The White Mountains in Winter,” letter from Benjamin Champney.
Boston Daily Evening Transcript, January 30, 1857, p. 2.
2
Tuckerman, Henry T., Book of Artists (1867).

June Grey
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June Grey, (clockwise from top left) Seasonal Quartet: Winter: Blue; Summer: Emerald; Spring: Chartreuse and Apple Blossoms; Autumn: Amber, acrylic on paper, 4 x 6 inches (each), signed lower right: June Grey, 2016

“As a New Englander and a landscape painter I find it easy to embrace the
dynamic light and colors our seasons and our landscapes manifest. I observe
the vivid green of Spring cool to a rich, deep emerald in Summer. Autumn
color is reborn in a warm range of red, orange and amber. Winter blankets the
land in crisp white; the shadows explode in rich blues and purples. Hour by
hour and day by day the colors and the landscape changes. I strive to capture
one of these moments of light and color.”
-June Grey
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Leslie Prince Thompson’s Still Life - Buddha is an elegant composition featuring objects found in Boston’s most fashionable
homes in the early twentieth century, an era marked by increased
relations between the United States and both Japan and China. Imported goods from both cultures ﬁlled the fashionable brownstones
of Boston’s Brahmins, as well as the studios of the artists they patronized.

In 1912 the mayor of Tokyo made a gift of over 3,000 Japanese
cherry trees to Washington, D.C., and similar blossoms can be seen
in Still Life - Buddha, presented in soft contrast to the gleaming
porcelain laid on the table. The warm lighting reﬂects softly in the
seated Buddha’s rotund ﬁgure and across the back of the Japanese
Hinamatsuri doll in the lower left corner, while Thompson’s bold
brushwork and conﬁdent use of color enlivens the entire scene. A
contemporary critic remarked that Thompson’s paintings were
“sterling performances, not sensational, not eccentric, and not
ultra-modern, but having absolutely sound and permanent qualities of good art, which make them beautiful, interesting and memorable.”1

Thompson’s predecessor at the Museum School, William Paxton, was lauded for his paintings featuring stylishly-dressed women
posed in rooms often decorated with similar Asian objets d’art.
Woman in a Blue Wrap is a more direct portrait, highlighting the
luxurious sheen of the silken robe and the soft fur collar oﬀsetting

Leslie Prince Thompson (1880-1963), Still Life Buddha, oil on canvas, 22 x 18 inches, signed and
Dated lower right: Leslie P. Thompson 1918

the model’s alabaster skin, all lit by the constant
north light that ﬁltered through Vermeer’s paintings centuries earlier. Paxton was heavily inﬂuenced by the Dutch Master, both in style and
substance. Vermeer lived in Delft, Netherlands, a
major center for European trade with China during
the seventeenth century Dutch Golden Age. Paxton
and the Boston School painters created their own
Golden Age, cementing the city’s status as a major
cultural center in the early twentieth century.

Warren Prosperi is self-educated in the tradition of Optical Naturalism, which was developed
by Caravaggio (1571-1610), perfected by the seventeenth century masters Frans Hals (1580-1666) and
Velázquez, and continued by Anders Zorn (18601920), Sargent and Sorolla. This tradition examines
the nature of visual experience and the structure of
an actual moment. It is the basis of how Warren
and his wife, Lucia R. Prosperi, approach portraiture: presenting a moment, which reﬂects the character and environment of the subject.
-TMP
Notes:
1
“Mr. Thompson’s Pictures,” Boston Transcript, January 26, 1915

William M. Paxton (1869-1941), Woman in a Blue Wrap
Oil on canvas, 36 x 29 inches, signed upper right: Paxton, ca. 1923
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Warren Prosperi
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Warren Prosperi, Chinoiserie
Oil on canvas, 45 x 30 inches, initialed upper right: WP, 2016

“The title of the painting, Chinoiserie, refers to the movement in nineteenth century aesthetics in which the Chinese inﬂuence was blended with European aesthetics and frequently
enough showed up as American models in Chinese robes. This movement played some role in
the Boston School of Painting, and speciﬁcally at Vose Galleries!”
-Warren Prosperi
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Liz Haywood-Sullivan

Liz Haywood-Sullivan, Storm Clouds at Sunset
Pastel on paper, 20 x 40 inches, signed lower left: Haywood-Sullivan, 2016

“I embraced the opportunity to paint a few paintings in
celebration of Vose Galleries’ 175 years in business. Given the
directive to paint a subject that had a relationship to the
gallery, I chose to examine the New England marsh paintings
by Martin Johnson Heade. I live in one of the locations he
painted on the South Shore of Massachusetts and many of
his paintings have been represented by Vose. The 139-year
diﬀerence in our paintings reveal some changes. For instance, the industry along the marshes and their rivers has
changed from boat building and salt haying to recreational
pursuits, yet at the same time, these marshes are timeless in
their geography and magniﬁcent vistas of the sky.

Heade’s marsh paintings exhibit a number of consistencies that I have incorporated into my two paintings. They are
horizontal, usually 1:2 proportionally, height followed by
width. The horizon line often sits at the lower third, so the
paintings focus on a dramatic sky. His skies are often stormy,
or have very dramatic lighting and cloud formations. Occasionally, a peek of blue sky appears through stormy skies at
the very top of the picture plane. All of these features appear
in one or both of my paintings. I was speciﬁcally interested
in the locations in Heade’s paintings titled Marshﬁeld Meadows (ca. 1877-1878) and View of Marshﬁeld (ca. 1866-1876). I
was determined to ﬁnd the location and used Google Maps
to review the current marshes from above. Man-made channels were created a century ago to allow for salt haying boat
access, and those channels and winding waterways are as distinctive as a ﬁngerprint. I also observed that these two, and
several of his other paintings of the area, have a curious viewpoint from higher up. They don’t appear to be painted from
70

Liz Haywood-Sullivan looking east toward the North River,
Marshfield, Massachusetts, 2016.
Photo courtesy of J Michael Sullivan.

higher ground but instead as if from a bridge. There was no
vehicular bridge at that time, but it turns out that in 1870 a
railroad was completed that traversed the marsh and crossed
the North River which bounded Scituate and Marshﬁeld. The
railroad is gone today, and much of the rail bed has disappeared, but I was able to walk a section of it that remains as
high ground in the marsh and discovered a sequence of tributaries and land masses that appear to correspond to both
Marshﬁeld Meadows and View of Marshﬁeld. The only diﬀerence is that in the distance of Heade’s paintings you can see
a barrier beach. Today that beach is gone, having become the
new mouth of the North River in the Portland Gale of 1898!

Contemporary Inspirations

Liz Haywood-Sullivan, Pink and Yellow Sunrise
Pastel on paper, 20 x 40 inches, signed lower right: Haywood-Sullivan, 2016

Both of my paintings are views of the marsh and the
North River looking east toward the Atlantic Ocean, one created at the dramatic end of day and the other at the beginning. The sunrise painting is titled Pink and Yellow Sunrise,
and the sky is inspired by a Heade painting (not of this location) with the same title, that passed through the Vose Galleries in 1977. Although the iconic salt marsh haystacks are
gone, I have included cedar trees in one painting, and mooring posts in Storm Clouds at Sunset, which add a modern day
vertical interest to the horizontal images. Numerous other
Heade paintings look as if they could have been painted from
this same location, looking west instead of east.

In particular, Marsh in a Thunderstorm (ca. 1871-1875,
Vose 1965), displays the exact same geography. It is interesting that Heade almost always painted his marshes at high
tide. Today these same marshes are often completely under
water at high tide. Makes you wonder if they will still be in
existence to be painted 139 years from now…”
-Liz Haywood-Sullivan
Note: A sketch titled East Marshﬁeld, Massachusetts attributed
to the painting Marshﬁeld Meadows was found in a museum catalog
in Vose’s collection library from the Museum of Fine Arts, July 9August 24, 1969, organized by the University of Maryland and
Theodore Stebbins, Jr.

Martin Johnson Heade (1819-1904), Newburyport Meadows at Sunset
Oil on canvas, 14 3/4 x 30 inches, signed lower left: M. J. Heade
Private Collection, Dedham, Massachusetts
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Joel Babb

Joel Babb, Bernd Heinrich’s Brook, Autumn
Oil on linen, 60 x 68 inches, signed lower left: J. M. Babb

Joel Babb painting at Bernd’s Brook
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“When I set out to become an artist, I experimented with
abstract expressionism, but later a sense of guilt for not having
mastered the traditional form of art led me back to learn the
diﬃcult fundamentals of drawing and painting. This trajectory, going back in order to move forward, is more common
now among young artists. It complements the direction of
Vose Galleries, which ceased handling living artists in the
1960s before relaunching their contemporary division in the
early 2000s, having found there were painters producing works
with the aesthetic and craft of earlier art. I was honored to be
invited to show in their Mentors and Proteges exhibition in
2003. Having visited the gallery for the ﬁrst time in 1973, I had
been overwhelmed by the art and the luxuriousness of the
frames, and couldn’t have dreamed that I would ever show
there, but the impression of friendliness and their eagerness
to talk about art stuck in my memory.

Contemporary Inspirations

I began doing cityscapes from drawings and watercolors, eventually studying Canaletto (1697-1768) to become
much more realistic, and also used a 4x5 camera to take
detailed photographs to work from. It was one of these realistic cityscapes that initially caught Vose’s attention, and
when I moved my studio to Maine, I began to use the same
camera to create paintings of the forest, in addition to
painting watercolors and oils from life.
In the Woods, a landscape by William Trost Richards
at the Bowdoin College Museum of Art, was a revelation
to me. Painted under the inspiration of Ruskinian naturalism, it shows an intimate foreground of carefully-rendered ferns, weeds and vines leading the way between two
large trees to a glimpse of a distant mountain. The microcosm of the foreground transitions to a macrocosm beyond. I believe Richards painted this exquisite portrait of
nature from life, guided by Ruskin’s precepts and British
Pre-Raphaelite techniques. Richards entered into the complexity of what is there, rather than idealize, and found
sublimity in the small and the large, carefully observed.
I had already read and admired Ruskin’s Modern
Painters, and his Praeterita, his autobiography describing
his discoveries of art. In Richards’ vision I could see an
American embodiment of Ruskin’s ideals, and an example
I could follow, in my own way, doing large paintings of the
forest in my own oil technique, using my old camera, rejecting modernism and simplistic expressionism.

William Trost Richards (1833-1905), In the Woods
Oil on canvas, 16 x 20 1/8 inches
Bowdoin College Museum of Art collection, Gift of Miss
Mary T. Mason and Miss Jane Mason.

Starting with Richards I began to sense a kinship with
the spirit of earlier artists represented by Vose—Hudson
River School, Barbizon and American Impressionist—and
feel a desire not to copy but pursue what they have achieved
in a contemporary way—and feel a gratitude to be included
with them in Vose Galleries.”
-Joel Babb

William Trost Richards (1833-1905), Cornish Coast
Oil on canvas, 28 1/8 x 40 1/8 inches, signed lower left: Wm. T. Richards

73

Contemporary Inspirations

John Whalley

John Whalley, Recollections
Egg tempera on panel, 22 x 30 inches, signed lower left: JOHN WHALLEY, 2016

“I have visited Vose Galleries since my student days at the Rhode Island
School of Design in the mid 1970s, and have always stood enthralled before
the paintings that hung in those rooms and graced their catalogues. It has
been a thrill to exhibit my work at Vose and to be invited to participate in
the galleries’ 175th anniversary show.

John Whalley in his studio, 2011
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This year as I prepared to begin this painting, I enjoyed an afternoon
looking through the gallery’s archives where I was shown old letters from
artists the gallery has represented, old photos of the gallery’s past locations
and some of the works of the masters of the past. In my still life painting,
I chose to show a portion of a beautiful painting by John Joseph Enneking
entitled Autumn Symphony, as well as the back of another painting which
the gallery may have once restretched in years gone by, using the old hammer and tacks that I found in its workshop. Along with a photograph of
the gallery’s façade in the early 1900s, I included two envelopes that contained letters from notable artists over the years and two brushes that may
have been used in the gallery’s restoration work. My intention was to tell a
bit of the story of Vose Galleries from the 135 years it had served the art
world before my ﬁrst visit there as a young artist forty years ago.”
-John Whalley

Contemporary Inspirations

John J. Enneking (1841-1916), Trout Brook
Oil on canvas, 25 x 30 inches, signed lower right: Enneking

John J. Enneking’s sunset scenes, although not
as popular today, were the most highly prized of his
landscapes, and he was considered the best landscape
artist in New England! We had sold this painting in
1917, and when a dealer called us about it in the
1980s, we snapped it up.

For us, the work is the perfect package. We have
four other examples of his work that range from tonalist to bright impressionist scenes, but we wanted an
example of his famous moody, crepuscular paintings.
To gild the lily: the painting is housed in a handcarved Carrig-Rohane frame from Grandfather’s
workshop!

John J. Enneking (1841-1916), November Twilight
Collection of Abbot and Marcia Vose
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“I have attended the Vose Galleries' exhibitions of Boston
School painters since my early years as a student in the studio
of the Boston School portrait painter Margaret Fitzhugh
Browne (1884-1972). Now decades later, I am happy to be part
of Vose's celebration of 175 continuous years as a family run
gallery, an extraordinary and unique achievement.

As primarily a still life painter who works from observation, I was in a quandary about how to approach the problem
of creating a piece for this celebratory occasion. Carey Vose
suggested that I incorporate objects belonging to the gallery
into a still life, but there were only a few things I felt comfortable taking to my studio. On further thought, I decided to try
integrating printed materials with the Vose Galleries' logo into
a still life set up. The gallery generously accommodated with a
number of ArtNotes and catalogues that had accompanied
their exhibitions. With that, my problem was solved and
White Eggs and Petunias is the result.”
-Janet Monafo

Janet Monafo in her studio
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Lee Lufkin Kaula (1865-1957), Coreopsis and Larkspur
Oil on canvas, 18 x 23 inches, signed lower left: Lee Lufkin Kaula

Janet Monafo

Janet Monafo, White Eggs and Petunias
Pastel on paper, 44 1/2 x 36 1/2 inches, signed and dated lower right: MONAFO ‘16

Contemporary Inspirations
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“When I was a painting/illustration major at the Massachusetts College of Art in the late 1970s, I was very intent on
learning traditional or, as some would say, classical methods,
techniques and philosophies. Unfortunately, much of the faculty didn't share that perspective. One day our class was instructed to take a ﬁeld trip to the Institute of Contemporary
Art on Boylston Street. With some skepticism, I went along
and upon entering the "institute" (good name for it), the class
encountered a person, surrounded by many video screens,
whipping a pile of branches and twigs into tiny pieces. I was
dumbstruck by the stupidity of this display. I grew up in a blue
collar household with four brothers and my father was a brick
layer. We were taught to burn brush; not to whip it into oblivion. With no more tolerance left for this absurd spectacle, I
slowly made my way to the back of the group and surreptitiously stepped back onto the street. I made my way one block
over to Newbury Street where I came upon Vose Galleries.
Looking at the paintings in the window, I had no choice but
to enter where, in spite of my scruﬀy art school appearance, I
was warmly welcomed and shown some of the ﬁnest paintings
I had ever witnessed. I realized that great art could be presented in an inviting and human context. The experience was
one of the early catalysts of my becoming a serious painter and
student of American art.

I created Afternoon Shimmer and Spray ﬁrst on location
at Ocean Point, East Boothbay, Maine, and then ﬁnished it in
the studio. I painted it during a building surf brought on by a
strong onshore sea breeze, and the waves heightened as the
afternoon went on. I had Frederick Waugh in mind and my
style was slightly altered because of that consciousness. Waugh
worked from direct observation and then developed and al-
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Don Demers painting at his home on the Piscataqua
River, 2010

tered his compositions in the studio without the aid of
photography. I work the same way; however, Waugh had
a rough muscular style to his seascapes and at times they
can be surprisingly unreﬁned. By studying his work, I realized that "roughness" is the essence of the ocean and
his technique fostered and furthered the very nature of
the subject matter. I kept that in mind as I was painting
this picture, and I’ve tried to capture some of that visceral
character through a more aggressive application of paint
and a robust design. Painting how the sea feels as opposed to how it looks can capture the essence of it, much
as Winslow Homer did in his late seascapes.”
-Don Demers

Frederick Judd Waugh (1861-1940), The Cove
Oil on Masonite, 30 x 40 inches, signed lower right: Waugh

Don Demers

Contemporary Inspirations

Donald Demers, Afternoon Shimmer and Spray
Oil on mounted linen, 18 x 24 inches, signed lower left: D. W. Demers, 2016

Frederick Waugh had an extensive history with Vose
Galleries. After he won the prestigious Thomas B. Clarke
Award at the National Academy of Design, the gallery exhibited a selection of his Gloucester scenes in 1911. Bill’s
Grandfather, Robert C. Vose, commented: “We gave Frederick Waugh a solo exhibition when we opened our gallery
in Copley Square and he came to the opening party. I remember him as a quiet gentleman with a small goatee. He
was one of the most successful American artists of his era,
both financially and as to his appreciation by the public.”

Frederick Judd Waugh (1861-1940)
Breaking Waves, Cornwall, England
Collection of Abbot and Marcia Vose
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