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Oil on canvas, 22 x 30 inches
Signed and dated lower right: Enneking 91
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Musings by Tyler Prince

Paul McCartney woke up one morning with the tune for Yesterday stuck in his head. He was so surprised by this flash of inspiration that he had to be convinced by others that the melody was original. McCartney and John Lennon spent the ensuing
months unsuccessfully attempting to fit lyrics into the song structure before McCartney finally found the words. This process
- sudden inspiration followed by careful revision and development - is familiar to anyone who possesses what artist
Robert Henri called ‘the art spirit.’
Every work has a beginning. For McCartney the spark came
from a dream, the melody in his head becoming a muse to be
pursued until he was able to finish the song. Artists pursue
their muses in a similar manner. One can think of Claude
Monet’s lifelong devotion to light, resulting in his haystacks
and lily ponds; or Andrew Wyeth’s decade-long series of portraits of his neighbor Helga Testorf, some of the most profound and controversial character studies in American art.
The Artist’s Muse presents over 30 paintings brought into existence in the pursuit of a personal spark of inspiration. In this
exhibition we hope you, our clients and friends, will look for
the spark from which each of these works was created. What
caused the artist to pick up his or her tools? What is the muse
in each painting, and how does the artist’s personal style shape
and mold it? Most are examples of what the artist does best,
characteristic works which are highly sought by the experienced collector. Over time - through the artist’s preference,
critical acclaim, and public taste - certain subjects become
thought of as the most characteristic and iconic works in an
artist’s oeuvre. Most paintings in the catalog include notes
from critics or the artists themselves, jumping off points that
invite the viewer to delve deeper.
Ralph Blakelock’s ethereal Night (p. 6) portrays the subject
most often associated with the artist: moonlight. The mystical
qualities of Blakelock’s work, coupled with his tragic confinement to an insane asylum for the last 20 years of his life, fit
perfectly into the notion of the Romantic Genius. The aura of
tortured genius, popularized around the artist’s work during
his lifetime, still reverberates today. At his best Blakelock’s tu-
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r John J.

Enneking (1841-1916), Golden Autumn Twilight
Oil on canvas, 30 1/4 x 22 1/8 inches
Signed and dated lower right: Enneking 97, 1897

multuous psychological state is evident in even his smallest
paintings. Night emanates a primeval weight with subtle complexities, the rich umbers and tarry blacks shot through with
swirling gold. One can feel Blakelock in a moment of solitude,
transfixed by moonlight.
John Joseph Enneking’s Golden Autumn Twilight (left) and Norman Rockwell’s Study for Schenley Co.'s Cream of Kentucky Ad
Campaign (right) both exhibit the partnership of creativity and
commerce. Rockwell’s portrait is approachable, presenting a delightful character study in the vein of his Christmas Saturday
Evening Post covers, while Golden Autumn Twilight displays the
brilliant color and blazing sunsets which thrilled Enneking and
captured collectors’ attention.
Rockwell’s motivating factor was commercial; but here his muse
was his longtime model Pop Fredericks. Fredericks reappears
often in Rockwell’s paintings, identifiable by his ruddy cheeks,
beetle brows and the deep laugh lines around his eyes and
mouth.
A devoted conservationist, Enneking delighted in the pockets
of natural beauty surrounding his home in the Boston suburb
of Hyde Park. These landscapes were highly sought after, and
provided a comfortable living for the artist and his family. Both
men reveled in the world around them: Rockwell painting his
friends and neighbors, and Enneking capturing the disappearing wilderness of New England.
Until he arrived on the word ‘yesterday,’ McCartney substituted
the placeholder ‘scrambled eggs’, which most would agree lacks
the timeless quality of the final lyrics. Some works in this exhibition include moments of experimentation or improvisation,
thoughts or ideas not yet fully determined. In John Singer Sargent’s Study #1 - The Duchess of Marlborough (p. 15), one can
observe the artist mulling the unique problems set out before
him. Here Sargent looks to balance his figures within the space,
toying with their placement and posture. In this sketch the
artist’s unerring sense of arrangement is on the surface for the
viewer to enjoy. Heavy shadows hint at sumptuous textural fab-

r Norman Rockwell (1894-1978)
Study for Schenley Co.’s Cream of Kentucky Ad Campaign
Graphite on paper, 14 7/8 x 9 1/2 inches
Signed lower right: Norman Rockwell, circa 1938

rics while crisp architectural lines define the surroundings.
In his completed painting, now in Blenheim Palace, Sargent’s composition is completely altered. Small details,
such as his focus on the Duchess’s willowy grace and the
grandeur of their setting, are what remain.
In searching for the muse in these works, we hope you find
something as well, a personal impression that stays with
you like a melody in your head.
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v Chauncey F. Ryder (1868-1949)
Road to Raymond (likely New Hampshire), after 1922
Oil on canvas, 28 1/4 x 36 1/4 inches
Signed lower right: Chauncey F. Ryder

“Mr. Ryder…has sensed the right proportion between the
real and the unreal, between detail and vagueness. Noticeable in all his paintings is the simplicity and balance
of his composition – a harmony of colors in which there
is no disturbing note – a delicate adjustment of strength
and tenderness.” 1

Eastman Johnson’s talent for both portrait and genre
painting fuse beautifully in Kitty Pierson Gathering
Wild Grapes. The dramatic chiaroscuro, likely inspired
by the work of Rembrandt, emphasizes the child and
the bounty of grapes in her arms, while the harvest
motif relates to the rustic themes Johnson explored
among the maple groves of Fryeburg, Maine, during the
1860s, and the cranberry bogs of Nantucket, Massachusetts, in the 1870s. In an 1882 Magazine of Art article
about Johnson’s work, author S. G. W. Benjamin commended the artist’s gift for painting children: “His work
is remarkable alike for firmness of handling and refinement of colour and texture. It is, however, in his portraits
of children that his ability in portrait-painting appears
to me to be most original. Entering fully into sympathy
with the innocent beauty of childhood, he represents it
with a freshness and poetic truth that would alone suffice
to give him a prominent place in his profession.” 2

r Eastman Johnson (1824-1906)

Kitty Pierson Gathering Wild Grapes, 1876
Oil on board, 19 1/8 x 14 1/2 inches
Signed and dated lower left: E. Johnson / 1876
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v Ralph

Albert Blakelock (1847-1919)

Night
Oil on wood panel, 9 1/2 x 5 3/8 inches
Signed lower left: R. A. Blakelock
“The laws of the art of painting are the laws of the creator, as to expression, color, form, unity, harmony, height, depth, tone; when the
knowledge is obtained, then we may trust our emotional nature or
spirit to create, and then, upon comparison, we find them like nature.” 3 Thus observed Ralph Blakelock in perhaps the only documented statement on his art. His evocative moonlight scenes, like
Night, embody this emotional approach to landscape, reflecting
both his love of the natural world and the inner turmoil that
plagued him throughout his career. Sadly, when word of his mental decline and 1899 confinement spread, the appreciation for his
work by collectors and critics skyrocketed: “The peculiar charm
of his work lies in the fact that he had the audacity to attempt and
the ability to obtain tonal effects that at once stamped his canvases
as remarkable.” 4
w Frederick

Mulhaupt (1871-1938)
Rocky Neck Float (Moonlight over Smith Cove)
Oil on artist board, 11 7/8 x 16 inches
Signed lower left: MULHAUPT
In the words of fellow Cape Ann painter Emile A. Gruppe, Frederick Mulhaupt “got the smell of Gloucester on canvas. He captured
the mood of the place – and that’s worth all the good drawing of a
hundred lesser painters.” 5 Rocky Neck Float (Moonlight over
Smith’s Cove) is a rare evening scene for the artist and was painted
from the vantage point of his home and studio.
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v Theodore Wendel (1859-1932)
Sledding in Ipswich, Massachusetts
Circa 1908-1915
Oil on canvas, 19 1/8 x 23 1/4 inches
Signed lower left: Theodore Wendel

American Impressionist Theodore
Wendel settled in Ipswich soon after
his 1897 marriage, finding the North
Shore community to be the perfect
setting for his landscape work. Painting the village and salt marshes in all
seasons, Wendel was praised for his
handling of light and atmosphere,
even on the chilliest of winter days.
This is seen in Sledding in Ipswich,
Massachusetts, which captures a trio
of children enjoying a winter pastime,
the scene crowned by the distinctive
red steeple of the First Parish Church.

w Leslie

P. Thompson (1880-1963)
Landscape at Boulogne, 1905
Oil on canvas, 30 x 37 3/4 inches
Signed lower left: Leslie P. Thompson 05

“Painting is seeing in the right way and putting on canvas what you see, no more, no
less. And I mean really see, too. Most people don’t see at all….The layman is determined to find a symbol there; he isn’t willing to sit and look…” 6
-Leslie P. Thompson

A graduate of Boston’s School of the Museum of Fine Arts, Leslie Prince Thompson was awarded the prestigious Paige Traveling Scholarship in 1904 and spent the next two years in Europe, where he embraced the impressionist style of painting found
among the artists’ colonies of France and in Paris’ art galleries. Landscape at Boulogne, painted along the country’s north
coast, exemplifies the soft color palette and sense of atmosphere espoused by the Impressionists. It was shown in American
exhibitions upon Thompson’s return, and was eventually purchased for the Maine State Building in Poland Spring in 1908.
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v Helen

Maria Turner (1858-1958)
The Morning Call, 1918
Oil on canvas, 16 x 12 inches
Signed lower right: Helen M. Turner /1918
“[Helen Turner] has evidently put the best
of herself into her work with no thought of
fame. Hers are not works of quickness and
dash, but they have been dreamed out,
thought over and loved. She paints from a
refined feminine viewpoint…and her art
has, therefore, individual charm.” 7
w Abbott Fuller Graves (1859-1936)
The Cottage Garden, circa 1925
Oil on canvas, 25 1/4 x 30 1/8 inches
Signed lower right: Abbott Graves

In the 1913 catalogue for Vose Galleries’
first exhibition of Graves’ work, the writer
Booth Tarkington noted: “When you look
at one of Graves’ gardens you think you
have seen that garden somewhere; and you
have, because it is a garden you have
dreamed about. His canvasses are friendly
and familiar and wistful; and there is a bit
of a dream in each of them – something of
moonlight stolen into sunshine. Flowers are
the easiest thing to paint – badly. But Abbott Graves has made himself the master
painter of flowers.” 8 Graves continued to
show regularly at Vose Galleries during
his lifetime, with exhibitions in 1924,
1925, 1928 and 1932.
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v Stanley W. Woodward (1890-1970)
October Moonlight, circa 1930
Oil on canvas, 30 1/8 x 36 1/8 inches
Signed lower right: Stanley Woodward

Stanley Wingate Woodward’s seascapes
show the dynamism and strength of the
ocean. Despite working at the mercy of
Mother Nature, his eye for composition
and color and his fascination with
moonlight result in scenes like October
Moonlight, where the elements of wind,
water and reflected light coalesce beautifully, captivating the viewer.
w Arthur Prince Spear (1879-1959)
Sunrise, 1921
Oil on canvas, 44 x 34 1/4 inches
Signed lower right: Arthur Spear / 1921

“Where are the ideas to come from? Well,
where do any ideas come from? Where did
Beethoven get his? Where does anyone get
them? They come, that’s all. And when a
perfectly good idea hits a man, or at least
one that he thinks is good, I for one think
he may as well set it down even if he cannot have the entire set of models necessary
for it just directly in front of him. Let his
imagination play a bit; let his memory
work, let his fancy roam. So long as he
sticks to the facts of nature in as truthful
a way as he honestly can, he is all right.” 9
-Arthur Prince Spear
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r Bernard

Lamotte (1903-1983)
Le Pont Louis-Phillippe, Paris
Oil on canvas, 21 1/4 x 32 inches
Estate stamped: Bernard Lamotte
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Paris-born Bernard Lamotte spent most of his artistic life in New York, yet often
returned to France for his preferred subject matter, distilling with his brush the
fleeting moments of everyday life in the quartiers, parks and cafés of his beloved
City of Light. Using bold color and brushwork to render a flurry of activity on one
of Paris’ notable bridges, Le Pont Louis-Phillippe, Paris is a quintessential example
of Lamotte’s work in which he captures the twin bell towers and spire of the historic Notre Dame cathedral.

The finished portrait of the Ninth Duke
and Duchess of Marlborough differs
from this preliminary drawing, yet Study
#1 – The Duchess of Marlborough demonstrates John Singer Sargent’s insightful
approach to formulating a composition,
as well as his masterful use of charcoal in
rendering the statuesque figure of the
Duchess. Years later, she recalled the experience of posing for the artist: “Sir
Edgar Vincent, who took great interest in
the portrait, asked Sargent whether he was
going to accentuate the slightly Japanese
or Spanish Infanta accent of my type. ‘The
Infanta, of course,’ Sargent answered, for
he was a great admirer of Velázquez. He
had, moreover, a predilection for a long
neck…For that aesthetic reason he refused
to adorn mine with pearls, a fact that aggrieved one of my sisters-in-law, who remarked that I should not appear in public
without them…[Sargent] was always agitated and smoked endless cigarettes. He
was very self-conscious, and his conversation consisted of brief staccato remarks of
a rather caustic nature…as I got to know
him better, I came under the spell of his
kind-heartedness, which not even his shyness could disguise.” 10

w John

Singer Sargent (1856-1925)
Study #1 - The Duchess of Marlborough
Circa 1905
Charcoal on paper, 14 1/2 x 10 inches
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v Jane Peterson (1876-1965)

San Marco and the Doge’s Palace, Venice
Oil on board, 17 1/4 x 17 1/4 inches
Signed lower right: JANE PETERSON
“In the final analysis our only contribution down through the ages will be our
record of the beauty of expression…let us
carry on! Let the generations come to
know that artistically as well as politically, we tried to find beauty!” 11
-Jane Peterson
w Walter Farndon (1876-1964)
42nd Street Library, New York City
Oil on board, 10 x 8 inches
Signed lower left: FARNDON

Walter Farndon’s smaller “thumb-box”
works, capturing the beaches of New
Jersey and Long Island, and the bustling
streets of New York City, were lauded as
“poetic notes of passing effect.” 42nd
Street Library, New York City reveals the
artist’s genius for composition in a limited space and illustrates the spontaneity
and freshness of color that earned him
praise. In the artist’s words: “…the principal payment for an artist is not in
money…but in the personal satisfaction
of creating beauty (as personally seen and
felt), and giving to others some of the
pleasure you have experienced in the producing.” 12
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w Felicie

Waldo Howell (1897-1968)
Main Street, Gloucester, 1918
Oil on canvas, 30 3/4 x 40 3/8 inches
Signed and dated lower left:
FELICIE WALDO HOWELL 1918

r William

Meyerowitz (1887-1981)
West End, Gloucester
Oil on canvas, 20 1/8 x 24 1/8 inches
Signed lower left: WM. Meyerowitz

William Meyerowitz first visited Cape Ann, where many painters flocked in
the warmer months, after marrying fellow artist Theresa Bernstein in 1919.
For sixty years, the pair spent winters in New York and summers in Gloucester,
Massachusetts, where Meyerowitz interpreted the pulse of the town’s busy
streets and docks using a variety of media. This energy is evident in West End,
Gloucester, a dynamic rendition of the Italian neighborhood on Main Street,
with the tower of City Hall rising just above the trees.
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Artistic prodigy Felicie Waldo Howell
was leading summer painting classes for
the New York School of Fine and Applied
Art (now Parsons) at just twenty years
old. Urban scenes were a particular favorite of the artist, and she found inspiration throughout the Northeast,
including New York, Philadelphia, Washington, D.C., and along Cape Ann, Massachusetts. Main Street, Gloucester was
exhibited at the Corcoran Gallery of Art
in 1919, and was soon after purchased by
the museum for their collection. She also
showed regularly with Macbeth Galleries
in New York. An American Art News review of their 1919 exhibition perhaps says
it best: “The young woman artist’s work is
permeated with the joy of life and her ability to portray the movement of crowds in
the vistas of busy city streets is both unusual and remarkable. Her color palette is
a varied and rich one, and she will make
even Childe Hassam ‘look to his laurels’ at
no distant day, if her art progresses, as it
has the past two years…Miss Howell promises to go far and the Art News salutes
her.” 13
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r Anthony

Thieme (1888-1954)
The Other Side of Town
Oil on canvas, 30 x 36 inches
Signed lower left: A. Thieme
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Anthony Thieme could often be found painting along the docks and roads of Rockport,
Massachusetts, depicting the richness offered by small town life. The Other Side of Town,
captured on a road leading toward Pigeon Cove, is infused with the glow of eternal summer
days, which he achieved through his sensitive handling of light and shadow. He explores
the charms of New England living, from the white picket fence just barely containing a
sprawling garden, to the Colonial style cottages and the sparkling ocean on the horizon.

Autumn in Rockport is distinctive for its broken-color brushwork. A critic reviewing Stevens’ work in 1916 wrote: “The public of Gloucester and Rockport may well
feel indebted to W. Lester Stevens for his untiring efforts to give adequate expression
to his love for his home scenes. The exhibition…might appropriately be called ‘The
Moods of Cape Ann’ so well does he reveal characteristic bits of the Cape seen in sunshine and shadow…rendered with the sympathetic insight of the artist.” 14

r William Lester Stevens (1888-1969)

Autumn in Rockport
Oil on board, 15 3/4 x 17 1/2 inches
Signed lower right: W. LESTER STEVENS
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w James

Jeffrey Grant (1883-1960)
Harbor Court, Gloucester, Massachusetts
Oil on canvas, 26 x 30 inches
Signed lower right: J. JEFFREY GRANT
name. The domed steeple of the Old
Sloop Congregational Church rises over
the waterfront buildings, the edge of the
famous Motif #1 fish shack is included at
far right, and it’s possible that the artist
himself appears in the picture, seated at
left observing the scene that he would
later create.

r James

Jeffrey Grant (1883-1960)
Rockport from the Headlands, Massachusetts
Oil on canvas wrapped on board, 14 x 16 inches
Signed lower left: J. JEFFREY GRANT
Although a prominent member of the Chicago art community, James Jeffrey
Grant found his “favorite sketching ground” not in Illinois, but in Gloucester,
Massachusetts. He captured life as he experienced it, finding inspiration in the
daily activities of the fishermen and villagers and also venturing to the nearby
towns of Marblehead and Rockport. In Rockport from the Headlands he offers a
view of the harbor from the bluffs along Atlantic Avenue, with a number of boats
at anchor and a family navigating the granite boulders that gave the town its
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Schooled in the European academic tradition, Grant brought to his canvasses an
intelligent and disciplined feeling for
composition, form and color, all elements on display in Harbor Court,
Gloucester, Massachusetts. The scene
captures an unusual vantage point looking down the stairway of Herrick Court
to the waters of the Inner Harbor’s North
Channel, with the hills of East Gloucester on the horizon.
“[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 (modernism vs.
realism) will be more closely related. I feel
that each individual should paint as the
spirit moves him without any restrictions.” 15
-James Jeffrey Grant
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v Walter

Farndon (1876-1964)
Stone Yard
Oil on board, 10 x 8 inches
Signed lower right: FARNDON
Walter Farndon’s experience working at a marble company at the beginning of his career offered a
constant supply of interesting subject matter. Painted with Farndon’s
distinctive impasto, Stone Yard is a
dynamic snapshot of the workers
behind New York City’s booming
construction period in the early
decades of the 20th century.
w Anthony Thieme (1888-1954)
Rockport Quarry, 1927
Oil on canvas, 30 3/8 x 36 1/4 inches
Signed lower left: A. Thieme 1927

“I have settled in Rockport and find
here everything I want in the way of
home, social, and professional life.
I feel that my home (an old house
150 years old) has always been
mine. I like my artist friends here
who seem to respect my work and
who work for the good of all of us. .
. . Professionally, I find everything
to paint here – old houses, wharves,
hills, quarries, winding streets, and
broad ocean views.” 16
-Anthony Thieme
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v George

Pearse Ennis (1884-1936)
Harbor Activity, Eastport, Maine
Oil on canvas mounted to board
24 7/8 x 29 5/8 inches
Signed lower right: ENNIS
“It is a region offering every phase of
painter-material, ranging in scope from secluded bits of shore and inlet to great
panorama of sea and land…In the vicinity
of Eastport, the question is not ‘What to
Paint?’ It is rather, ‘What Not to Paint?’” 17
-George Pearse Ennis

w Ernest

Townsend (1893-1945)
Ashore by the Cliffs
Oil on canvas, 40 x 30 1/4 inches
Signed lower right: Ernest / TOWNSEND
Painted at the height of Ernest Townsend’s
career, Ashore by the Cliffs likely depicts the
coast of Northern Maine or Nova Scotia
and represents the amalgam of influences
on the artist’s work, particularly his teacher
Charles Hawthorne’s advice to use a palette
knife to translate hues and tones to the
plane of the canvas. This is especially effective in his rendition of the monumental
rock face and billowing clouds.
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r Eric Sloane (1910-1985), Bucks County Barn
Oil on board, 24 x 47 5/8 inches, signed lower left: ERIC SLOANE

While traveling throughout Pennsylvania and New England, Eric Sloane developed a love of the countryside dotted with
weathered farmhouses and barns, rambling stonewalls and historic covered bridges which he documented in his paintings.
Concerned with the vulnerability of these elements against modernization, he infused his work with a sense of nostalgia
for days gone by. However, his country bridges and rustic barns are not relics of the past but rather dignified monuments
to American ingenuity. Bucks County Barn demonstrates the artist’s reverence for the understated beauty of the wood and
stone structure, rendered under the dramatic, cloud-filled skies found in many of his landscapes. The artist authored several
books on this topic in the 1950s, including Seasons of America’s Past, published in 1958. “I am indeed grateful for the good
things of this age, yet I feel there were certain things of the past which were good and unimprovable, many of which have
become lost. It is both my lot and pleasure to look backward, to search the yesterdays for such carelessly discarded wealth. I
am forever thankful for living at a time when many of the marks of early America still exist, before that fast-approaching time
when they will all have disappeared into a far different landscape.” 18
-Eric Sloane
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r Liz Haywood-Sullivan (b. 1956), Changing of the Day, 2017
Pastel on paper, 20 x 40 1/8 inches, signed lower right: Haywood-Sullivan

“To paint is like running down a rock laden stream, leaping from stone to stone, your eye aimed on the next rock before
even landing on the rock directly underfoot, eye and brain always focused one step ahead. This is being in the zone, my favorite place to be, with my eye on the next stroke while my hand is executing the current one with all the knowledge and
lessons gained through the years - it’s like having a toned body that allows you to leap down the stream. You trust that
your skill is there, supporting every move you make, but you are not consciously thinking about it. When you are in this
zone, the world doesn’t exist. The act of creation just flows and takes you along.” 19
“The sky has beckoned to me since I was a child watching the change of seasons through the character of the clouds passing
above. Painting the sky was my first love, a subject that continuously showed up in my work. I thought it was my favorite
subject until I noticed that, more subtly, water was often in my compositions as well.” 20
-Liz Haywood-Sullivan
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r John

Whalley (b. 1954)
Nest at Olson’s, 2017
Egg tempera on panel, 20 x 24 inches
Signed lower left: JOHN WHALLEY
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“I find a more genuine joy in taking every day ‘unbeautiful’ things, placing them in a
setting and painting them in as true a way as I can, so their real beauty can be discovered by the viewer...I am after the beauty that speaks softly, is often overlooked, and
yet when discovered, is a source of great pleasure.” 21
-John Whalley

“Often the original impetus for a painting is completely buried or changed,
even incidental to the final product, but it is still essential as a starting
point. Usually as the process evolves and the painting realized, I find a direction that propels me forward with new ideas.” 22
-Janet Monafo

r Janet Monafo (b. 1940)
White Eggs, 2014
Pastel on paper, 36 1/2 x 35 inches
Signed lower left: MONAFO ‘14
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v Joel

Babb (b. 1947)
Marlborough Shadows, 2017
Oil on linen, 18 x 36 inches
Signed lower left: J. M. Babb
“My ideal painting would have all the
qualities of a Chardin, the color harmonies of Cézanne, the observation of
Canaletto. Breadth, simplicity, eternal
momentariness.” 23
-Joel Babb

“Painting Boston’s cityscapes, I suppose, is a little bit like Sargent painting Venice – it is a subject richly suggestive of the past, with an
elevated aesthetic. I don’t wish to paint in Sargent’s style, though it would be wonderful to be
able to, but Boston really is a great subject for
thinking about the relation of the past to the
present.” 24
-Joel Babb

w Joel

Babb (b. 1947)
Commonwealth Spring, 2017
Oil on linen, 24 x 30 inches
Signed lower right: J. M. Babb
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