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like to express our gratitude to those lenders,

public and private, who greeted the idea of

the exhibition with enthusiasm, agreed to

lend important works by the artists repre-

sented here, and provided much useful

information about the works in question.

Preface Our intention in assembling these works by

European and American women artists active

from 1550 to 1950 is to make more widely

known the achievements of some fine artists

whose neglect can in part be attributed to

their sex and to learn more about why and

how women artists first emerged as rare

exceptions in the sixteenth century and grad-

ually became more numerous until they

were a largely accepted part of the cultural

scene. Neither of us believes that this catalog

is the last word on the subject. On the con-

trary, we both look forward to reading the

many articles, monographs, and critical

responses that we hope this exhibition will

generate.

Our researches have had to focus on poten-

tial exhibition material and while the biog-

raphies and introduction have allowed us to

treat the subject more broadly, the exhibition

format necessarily distorts the ideal picture

we would wish to present. In fact it has proved

extraordinarily difficult to assemble the

group of works that we hoped to exhibit

here. Many private and public owners are

unwilling or unable to part with their pos-

sessions for as long as a year; others are

reluctant to expose precious works to the

risks entailed when an exhibition travels to

as many different museums as this one will.

In some cases works originally promised had

to be withdrawn when their condition proved

not good enough for the strain of extended

transcontinental travel. In a few cases the

remarks of museum directors revealed, we

believe, a lack of support for the concept of

the exhibition itself and hence an unwilling-

ness to lend major works to the show. These

difficulties have meant extensive rewriting

of the catalog as promised loans were finally

refused. More than a third of Harris' original

text and more than half of Nochlin's had to

be rewritten, in many cases at short notice

close to the final publication deadlines. It

will be obvious therefore that the selection of

works is far from that originally envisaged.

Visitors tempted to ask why a particularly

fine work by Anguissola or Kauffman or

Cassatt is not here should check with us to

learn if it was in fact available before ques-

tioning our selections. We in turn would

The inclusion or omission of certain artists

from the exhibition was not in every case

dictated by the availability of high quality

loans. The exhibition could not possibly rep-

resent every woman who produced a paint-

ing or graphic work of quality between 1550

and 1950. In the case of works dating from

1800 on, problems both of choosing among
a multitude of artists and of securing the

most significant works by the artist often

became acute. For those who still think that

small scale characterizes the work of women
painters, it might be interesting to know that

in several cases— Rosa Bonheur*s Horse

Fair {New York. Metropolitan Museum) and

Sonia Delaunay's Electric Prisms (Paris,

Musee National d'Art Moderne), for

instance— sheer size made it impractical to

show these prime examples of their author's

work in a traveling exhibition. In another

case, that of Paula Modersohn-Becker, our

exhibition followed the celebration of the

100th anniversary of the artist's birth in

Germany, making it impossible to obtain

any of the important paintings from collec-

tions in her native land. In some cases, one

suspects, the rising tide of feminism and the

resulting interest in women's art have made
museums and collectors reluctant to lend

work that might have been thought more

expendable four or five years ago; in several

cases, museums are organizing their own
exhibitions of the work of women artists,

including paintings by women in their own
collections, thereby making them unavail-

able to us, even if for the best of reasons. At

least one living woman painter was unwill-

ing to have certain aspects of her work shown

in the context of an exhibition of women
artists, presumably because of the possible

misinterpretation of her— admittedly

controversial— imagery.

11



On the other hand, there have been artists

and works that have been deliberately,

although at times regretfully, excluded. It

was decided quite early in the planning of

the exhibition to limit it to painting,

enriched by some drawing and graphic art.

rather than to include the equally interest-

ing areas of sculpture, photography, or crafts.

This decision was made partly because the

number of painters alone seemed to be grow-

ing unwieldy, and partly to maintain a kind

of consistency in the subject under investi-

gation: the situations faced by women work-

ing in other areas have their own problems,

often different from those faced by women
painters. The cut-off dates established—
1910 for the artist's date of birth and 1950

for the date of the work— were equally

arbitrary but equally deliberate: no good

show can do everything at once. Just as we

decided that this was to be a show of women's

painting, we decided it was to be a historical

show of women's painting, focusing on the

past rather than on the present. Here again

our reasons were partly logistical but also

theoretical. The issues raised by the art of

the past are in many ways different from

those raised by that of the present and

demand a different approach. This in no way
implies any lack of sympathy with the inno-

vative work or the liberating struggle of

women artists of today: on the contrary, it

is to be hoped that this exhibition will pro-

vide an exhilarating sense of expanded per-

spective for contemporary women artists.

And of course one can easily envision future

exhibitions of women's art with very different

chronological boundaries. The same might

be said of national representation. Some
countries are obviously better represented

here than others: exhibitions already have

and no doubt w ill again explore the work of

I aim American women or Canadian ones.

( ertainly some admirable Scandinavian

women painters, like Anna Ancher ( 1859-

1935) of Denmark or Harriet Backer ( 1845-

1932) of Norway, should find a place in future

international exhibitions ofwomen artists in

this country, as should, for that matter, the

work of French women like Nanine Vallain

(dates unknown). English ones like Dame
I aura Knighl (1877-1970), Germans like Ida

kiikovms i 1879-'.'). and. of course, the work of
Oriental \frican, and Near Eastern women.

Ml of this suggests not so much that the

present exhibition is limited but rather that

the possibilities for future ones exploring the
woik (if women in the .iris are unlimited: we
lool <! future developments.

Ann Sutherland Harris

I inda Nochlin

Women Artists: 1550-1950

1.

C atenna van Hemessen

Self- Portrait. 1548

Oil on panel

l2yM x 9''
18 , n . (31 x 25 cm.)

Basel. Offentliche Kunstsammlung
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Introduction

. . . you must know how many women there are in Flanders and in France and even in Italy

who paint in such a way that in Italy their pictures are held in high esteem. . . .

Francesco da Sangallo, 1546

In 1 548 Caterina van Hemessen of Antwerp signed and dated two small portraits of herself

(fig. 1) and of her sister (cat. no. 2). In 1554 Sofonisba Anguissola of Cremona signed a small

self-portrait now in Vienna (fig. 2). These paintings mark the debut of the first women
artists for whom sufficient work and documentation have been preserved for them to be

perceived as artistic personalities. They are not the first women artists recorded in docu-

ments, nor the first for whom any works of art have survived, but the amount of evidence

available for other women prior to the mid-sixteenth century is scanty and thus hard to

evaluate. Why was the Renaissance almost over before any women artists achieved enough
fame for their works to be treasured and thus preserved and for their accomplishments to be

noted by contemporary biographers? Why did women artists not reach the historical status

of Giotto, so to speak, until almost two hundred fifty years after he had become prominent?

What made it possible for a small but growing number of women to have successful careers

as painters after 1550 but prevented them from having any significant impact before that date?

The Status of European Women in the Middle Ages and Early Renaissance

To answer these questions we must first consider the general position of women in medieval

and Renaissance society, although some reasons for the rarity of women artists are obvious

enough. As long as women were regarded primarily as bearers and rearers of children, as

keepers of the domestic hearth, and as subordinate inferiors of men. both custom and

prejudice kept them from even considering careers outside the home. It is also extremely

important to remember that the domestic duties of women in pre-capitalist society were

extraordinarily varied and arduous and that only a few women married to wealthy men
escaped this drudgery. Before the fourteenth century, most clothes were made at home,

often from scratch, which meant that wool was carded, spun, and woven into cloth before

the sewing could even begin. Women were also responsible for much of the food production.

They not only labored in the fields with the men. they also raised vegetables, fruit, pigs,

and chickens near the house; milked the cows and made the cheese and butter; cured the

slaughtered pigs; preserved meat and fruit; baked the bread: and brewed the beer. Even if a

2.

Sofonisba Anguissola

Self-Portrait, 1554

Oil on panel

7"/i6 x 415
/16 in. (19.5 x 12.5 cm.)

Vienna, Kunsthistorisches Museum
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woman lived in a well-supplied town rather than on a farm, marketing was a daily chore

complicated by uneven distribution, seasonal shortages, even famine.

After the thirteenth century, the production of many basic supplies was gradually removed

from the home and what had been female domestic industries (the surplus providing useful

additional income) became male trades. Brewing beer, making bread, and weaving, all

female professions in the thirteenth century, had become male crafts throughout Europe by

the sixteenth century. Women remained active only in the carding and spinning of wool,

silk, and linen (they dominated the production of silk); in related crafts like dressmaking,

ribbon making, and embroidery; and in domestic service and nursing.

With these changes came others pertinent to our subject. The small shop in the master

craftsman's home was replaced by a larger shop in a different location, making it impossible

for his wife to participate in the business while supervising the house. Historians who have

noticed these changes agree thai in some respects women filled a greater variety of profes-

sional roles, had more responsibility, made a more important contribution to the economy,

and had a higher legal status in the Middle Ages than they did during the Renaissance and

later. As capitalism made the production of food, clothing, and other daily essentials more

efficient it made the business owners wealthy, but at the same time the economic significance

of women's traditional sphere of activity was reduced, and women were paid less for the

same jobs outside the home than they had previously earned by working at home. These

changes contributed to a rapid increase in prostitution as more and more women became

unemployed. 1

Reliable population figures are scarce for all European countries before the eighteenth

century but it appears that women outnumbered men during the Middle Ages, a situation

exaggerated by the celibate ecclesiastical professions, which employed far more men than

women. 2 Women who could not marry or lacked the dowry required to become nuns had

to find work. In addition to the jobs already mentioned, women earned their living in a great

many ways before the fifteenth century when the craft guilds began to exclude them in order

to protect the economic status of male masters and journeymen. 3 Women were wool mer-

chants in fourteenth-century England: they were cutlers and leatherworkers. butchers and

ironmongers, glovers and bookbinders, even goldsmiths. 4 One frequently cited source.

Etienne Boileau's Livre des metiers (Book of Crafts), written in Paris in the late thirteenth

century, lists in a catalog of one hundred crafts five that were a female monopoly and many

others in which women were active. 5 Therefore the scarcity of women artists before 1550

cannot be explained simply as part of a pattern excluding medieval women from all craft

professions, although in the Renaissance this was certainly to be a significant factor. Never-

theless it is evident that women from the social strata that produced most male artists in the

Middle Ages were typically employed in caring for their large families and complex house-

holds, even if some also assisted in their husbands' workshops.

In some cases, the wife of a craftsman was proficient enough to supervise the shop in her

husband's absence and to take it over after his death. Medieval guild regulations, particu-

larly those in northern Europe, often treated the w ife as a business partner w ith the right to

inherit and continue the business if her husband predeceased her. To my present knowledge,

however, the wives of painters, sculptors, and goldsmiths rarely participated in a workshop

or ran it after their husbands' deaths, for these were highly skilled crafts requiring a long

apprenticeship and a very special degree of technical accomplishment for success." Thus we
must assume that this practice, while not unusual in less skilled trades, was rare in the

professions that concern us.

i

Alice Clark i The Working Life oj Women in the

Seventeenth Century, London, 1919, passim) docu-
ments these changes. See also Eileen Power, Medieval
Women ed \i M Postan, Cambridge, 1975, espe-
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1347 (J. Houday. Etudes artistiques — artistes

inconnues des XlVe, XVe, et Wile siecles. Pans.

1887. 4-5). While the lack of such extensive studies of
the economic base of the artistic professions explains

the rarity of such references, it is still doubtful that
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Some late confirmation of how limited women's participation was in the artistic professions

is provided by the regulations of a few guilds to which artists belonged. The Statuti degli

Orafi Senesi {Statutes of the Sienese Goldsmiths) of 1361 simply never mentions women
except in the regulation requiring attendance at the funerals of wives, daughters, and sisters

of capomaestri as well as at the funerals of all their close male relatives. 7 By omitting all

mention of women, a passage ruling that guild members "cannot elect themselves, nor
their fathers, nor their brothers, nor their friends, nor their sons" as chief officers implies

that mothers, sisters, and daughters were never considered qualified for such positions. The
Breve dell' Arte de' Maestri di Pietra Senesi (Briefof the Guild of Sienese Stone Masons) of
1441 likewise makes no mention of women except in a similar funeral regulation, nor does
the Breve dell'Arte de' Pittori Senesi of 1355. 8 Both the Sienese goldsmiths and painters had
a rule forbidding guild members from working at home, which obviously made it difficult

for wives to participate actively had they wished to do so. Only the regulations of the Com-
pagnia di San Luca of Florence, a confraternity of painters founded in 1339, mention women
in a context that suggests some were active as painters: dues were to be collected on the first

Sunday of the month, when the men would pay three soldi, the women two. 9 According to

Reynolds, however, no women's names occur in any of the documents concerning the subse-

quent history of the Compagnia. nor in those of its sixteenth-century successor, the Accade-
mia del Disegno. founded in 1562. ln When Artemisia Gentileschi joined the Accademia in

1616. she was apparently the first woman to do so.

Medieval Women Artists

There were a few artistic crafts in which women were extremely prominent before the

fourteenth century and in which they continued to be active, although it may be significant

that most of the known examples come from northern Europe rather than Italy, as is true of

most of the evidence for female participation in the craft guilds. Women were predominant
in the production of embroidered vestments and hangings for churches, as they were in

tapestry workshops, a control derived from women's traditional association with the spin-

ning and weaving of textiles. Women are also known to have illuminated manuscripts, an

an generally restricted to nuns until the late thirteenth century, when lay women illumi-

nators are recorded in Paris."

Women who embroidered, like those involved in the manufacture of silk, were usually mem-
bers of a higher social class than most male artists. Documents of the tenth and eleventh

centuries show that these women were often aristocrats; several were queens. They represent

in fact the luxurious summit of the textile industry in which women of all social classes were
employed. The women who became nuns were also the daughters of noblemen or at least of

merchants wealthy enough to provide them with the requisite dowries.

Unlike most members of medieval society and particularly unlike most women, the aristo-

cratic embroiderer and the nun were usually literate; indeed some were extremely well

educated. As members of a privileged class they had the leisure to perfect their education

and their artistic talents because the laborious business of running a medieval household

concerned them only in an administrative capacity. We will find that the exceptional class

status of medieval women artists remains true to some extent of women artists in later

periods as well.

Medieval Women Embroiderers

Most of the women who produced the great medieval church embroideries and secular

tapestries remain anonymous. Moreover their contribution to the history of art is hard to

evaluate now because so much more of their work has perished than of the products of

Flandina, and L'liana) (F. Filippini and G. Zucchini.

Miniatori e piltori a Bologna, document! dei secoli

XI II e XIV, Florence. 1947. 5. 65, 68-69. and 228; the

same authors published a sequel for the fifteenth

century which mentions no women at all).

7.

G. Gaye. Carieggio inedilo d'artisti dei secoli XIV,
XV. XVI . . ., Florence. 1839-40. i. I, 9. and 19.

8.

G. Milanesi. Documenti per la sioria deliarie

^enese . . .. Florence. 1854-56. I. 2ff. and 105ff. The
painters' guild of Perugia passed regulations in 1366

that also ignore women completely (L. Manzoni.
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Firenze, Perugia, Siena, Rome. 1904. 172ff). as do
the rules of the Universita dei pittori of Rome passed

in 1478 (M. Missirini. Memorie per servire alia Uoria
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Baldinucci. i\, 368-70. Earlier the rules state that
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." (all those who enroll

or will in the future enroll themselves in this Com-
pany men or women should be contrite and confess

their sins. . . .)

10.

T. Reynolds. "The Accademia del Disegno in Flor-

ence. Its Formation and Early Years." doctoral dis-

sertation. Columbia University. 1974. 24 and 45.

11.

See Baron. Bulletin archeologique, 37-121.
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scriptoria and metal workshops. Nevertheless the available evidence does allow us to recon-

struct a sketchy picture of women whose artistic achievements were recognized and highly

valued. 12

English women were especially famous for their skills, although the names of some German
women embroiderers are also recorded. In 1066 a king's sheriff called Godric gave an estate

in Buckinghamshire to a woman called Aelfgyth in return for teaching his daughter embroi-

ders . Mabel, an embroiderer employed by Henry m of England, worked from 1239 to 1241

on a chasuble and altar frontal studded with pearls, for which she was paid £11. and was then

commissioned to make for Westminster Abbey "a standard of ruby samite well embroidered

with gold and with images of the Virgin and St. John." After she had retired to her home

in Bun St. Edmunds a few years later, the king paid her the honor of a visit, when he

also gave her "six measures of cloth agreeable to her and the fur of a rabbit for a robe." l:!

Much earlier, during the reign of Knut ( 1016-1035). Ealdswith. granddaughter of Brihtnoth.

ealdorman of Essex, had been given a village by the abbey of Ely so that she and her women
could carry out their embroidery there. She must have been continuing a family tradition,

for in 99 1 her grandmother had given the abbey a hanging embroidered w it h the story of

her husband's heroic deeds and death during the Battle of Maiden. 14 One scholar has sug-

gested that knowledge of this embroidered history inspired Odo. bishop of Bayeux. to

commission a similar hanging for the nave of Bayeux Cathedral. 1
''

The story that Queen Matilda and her ladies made the famous Bayeux "Tapestry" (it is

actually a wool embroidery on linen) goes back no earlier than 1803. but it is nevertheless

highly probable that this medieval masterpiece was made around 1070 by teams of women
follow ing the instructions of a single designer. In producing such a complex political nar-

rative for public display, the designer, whether Queen Matilda or someone else, must have

consulted with Bishop Odo or with advisers from the court of William the Conquerer before

making the cartoon and ordering the large quantities of linen and matched, dyed wools

needed for such a huge undertaking."'

Among the noblewomen recorded as fine embroiderers is Queen Aelfflaed (909-916). wife

of Edward the Elder, who may have supervised the production of the stole and maniple of

St. Cuthbert still preserved in Durham Cathedral and one of the finest surviving examples of

early medieval embroidery. 17 Queen Aelgiva. w ife of Edward the Confessor, made an

embroidered altar frontal in 1016 that was "so richly studded w ith gems, pearls and thread

of gold that it was likened to gold mosaic." 18 Margaret (d. 1083). wife of Malcolm in of

Scotland, was also famous for her embroidery, as was Gonorre. w ife of Richard i. Duke of

Normandy. 19 In other cases queens and noblewomen are recorded as giving magnificent

vestments to their churches, but it is not always clear whether they were simply patrons or

actually participated in the creation of the garments. Gisela (d. 1031). sister of Henry ii

and queen of Stephen i of Hungary, documented her responsibility for a gold and purple

chasuble that became the coronation robe of Hungary w ith the follow ing inscription:

"Gisela the Queen worked this chasuble and gave it to the church of St. Mary in Civita

Alba."20 The superb vestments given to Bamberg Cathedral by Kunigunde. queen of Henry II,

in the early eleventh century may also be the products of a court workshop supervised by the

donor, but only tradition and what is known of embroidery production at that date support

the attribution. 21

Women did not completely monopolize the production of embroidery. Monks as well as

nuns made church vestments, and by the thirteenth century men were increasingly common
in secular workshops as well. Modern scholars note a general decline in the quality of

embroidery being produced by the fourteenth century but without commenting on the grow-

12.
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collected by A. G. I. Christie in English Medieval

Embroidery, Oxford. 1938 (appendix). See also M.
Symonds and L. Preece. Needlework through the

Ages. London. 1928. 164ff.
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Henry in," Journal of the Warburg and Courtauld
Institutes, \\\\. 1972. 83-85 (cited by Carr). Lancaster
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14.

Christie. English Medieval Embroidery, appendix.

15.
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16.
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20.

Thieme-Becker, \i\. 197. quoted by Carr. P. Lasko
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• ng role of men in this hitherto female craft. By the fifteenth century we hear of traveling

teams of embroiderers, a situation incompatible with extensive female participation. 22

The history of women as embroiderers, however significant in its own right, is relevant only

as background to the later emergence of women as painters. Nevertheless, women's activity

as artists throughout recorded history is obviously important even if the baskets, carpets,

hangings, and pots that they made and still make in both primitive and advanced cultures

have always had less status than the artistic productions of men.23 This activity meant that

many women had the opportunity to discover whether or not they had good manual coordi-

nation and a gift for visual expression, which at least increased the chances that some women
with special talents might then attempt other kinds of artistic activity. The case of Rosalba
Carriera comes to mind. Her mother made lace, a skill that Carriera herself probably also

mastered. When the lace market declined, Rosalba turned to decorating the lids of snuff-

boxes and from them to painting miniature portraits on ivory, an innovation welcomed by

the local tourist trade and from which eventually developed an artistic career of inter-

national repute (see cat nos. 41, 42).

Medieval Women Illuminators

With regard to painting at the present time I know a woman called Anastaise who is so

skillful and experienced in painting the borders of manuscripts and the backgrounds of
stories that no one can cite a craftsman in the city of Paris, the center ofthe best illumi-

nators on earth, who in these endeavors surpasses her in any way.

— Christine de Pisan, ca. 1405

The scale and intrinsic value of their lavish productions make medieval embroiderers more
significant forerunners of the women painters of the late Renaissance and Baroque than the

nuns who illuminated manuscripts. Nevertheless, the latter were their real predecessors as

painters. Women illuminators can be traced from the tenth until the sixteenth century, and

the medium of watercolor on vellum was adopted by at least two women painters of the

seventeenth century, Giovanna Garzoni (see cat. nos. 19-21) and Maria Sibylla Merian

(see cat. nos. 34, 35), though for quite different purposes. The number of individual women
recorded by inscriptions, colophons, and other documentary evidence is nevertheless small

compared with the thousands of male illuminators similarly documented.24

Two recent short publications summarize most of what is now known about medieval

women illuminators, although more work could profitably be carried out in this area.

Dorothy Miner's lecture, "Anastaise and Her Sisters," and Annemarie Weyl Carr's article,

"Women as Artists in the Middle Ages," both give non-specialists a reliable account of the

surviving evidence.25 According to them, the first known illuminations signed by a woman
occur in a Spanish Apocalypse manuscript preserved in Gerona Cathedral. The work, made
in 970, is signed: "En Depintrix et Dei Aiutrix Frater Emeterius et Presbiter" (En [Ende]

paintress and helper of God and Brother Emeterius Presbyter). The style of Ende's male

assistant (it is significant that his name follows hers) is known from another signed manu-
script, enabling scholars to isolate his share from hers and to attribute most of the mag-
nificent illuminations in this book to Ende. 2K Miner calls it "one of the most splendid

examples of Mozarabic book ornamentation and illustration" known.

Unfortunately the finest medieval illuminations are not usually signed; thus other women's
signatures rarely lead us to works of this caliber. The nun Guda from Westphalia, who
included her self-portrait in the Homiliary of St. Bartholemew that she decorated in the

twelfth century, is "of only modest genius, her meagre stock of models serving as well for

herself as for the Virgin Mary" (Carr). Claricia, a lay woman who must have been active in a

convent scriptorium in Augsburg during the late twelfth century, has achieved a certain fame

23. 24.

Munstcrberg. chap. I. See also Kate McK. Elderkin, Fewer than twenty women are recorded in J. H.

"The Contribution of Women to Ornament in Anti- Bradley. A Dictionary of Miniaturists, Illuminators.

quity." Classical Studies Presented to Edward Capps. Calligraphers and Copyists, New York, 1887-89. and
Princeton, 1936. 124-43. I owe this reference to Pro- in P. d'Ancona and E. Aeschlimann, Dictionnaire

fessor Anne Sheffield. A Hydria by the Leningrad des miniaturistes, Milan, 1940. which each contain

Painter in the Torno Collection. Milan, shows a more than 2,000 names,

woman painting decoration on a vase in a pottery 25.

workshop (J. D. Beazley. Attic Red-Figure Vase Miner's delightful lecture was published as a pamphlet

Painters, Oxford. 1963. I, 571, no. 73, and n. 1659). It by the Walters Art Gallery, Baltimore, in 1974. Carr's

is illustrated in A History of Technology, ed. C. Singer excellent article appeared in Feminist Art Journal.

et al., Oxford, 1957, pi. 16. This must be the oldest v. no. I. Spring 1976. 5-9 and 26. Both should be con-

image of a woman artist at work. suited by anyone using the far less reliable texts on

medieval women artists in Munsterburg (chap. 2) and

in Wilson and Petersen, although both are useful

sources of illustrations.

26.

See the discussion in Miner. 9ff., and Carr, 6.
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since the page that she decorated with a portrait of herself swinging from the letter Q as its

tail was included in the exhibition Old Mistresses in Baltimore, but this work, though

charming, is not of exceptional quality (Miner, fig. 2).

The practice among the wealthy of sending their daughters to nunneries for their basic

education, which often included copying manuscripts and. on occasion, decorating them

as well, helped to establish the idea that knowing how to draw and paint was a suitable

accomplishment for well-educated ladies. This idea was to receive far more influential

support in the early sixteenth century from Baldassare Castiglione in // Cortegiano <Bi>ok

ofthe Courtier).

The two most famous medieval illuminated manuscripts associated with women were not

actually painted by the women concerned, nor do the manuscripts themselves survive. The

original Harms deliciarum {Garden of Delights) by Herrade of Landsberg (d. 1 195) was

destroyed in 1870 while the earliest copy of the Scivias by St. Hildegarde of Bingen (1098-

1 179) has been missing from the Stadtbibliothek in Wiesbaden since World War n. Both

women were among the most remarkable and influential of the Middle Ages. St. Hildegarde.

"the sibyl of the Rhine." was a mystic who began having visions at the age of forty-three.

The Scivias records thirty-five of these visions described in a special language of the saint's

own invention and provides each with an elaborate illustration. "She saw history as the

progress of man. under the guidance of God. towards the Judgment Seat. After five epochs

of world history had been run through, and after the gold of man's character had been

refined in the fires of time, then would come the final reckoning and fulfillment. Each epoch

had its animal emblem: the fiery hound for naked power, the golden lion for the misery of

war. the cream-colored horse for frivolity and luxury, the black pig for lechery and schism,

and finally the grey wolf for Anti-Christ. . . . When all these ages were done the cosmos

would expire in a blaze of light. Before this could happen Empire and Church. Emperor and

Pope, must fall, the kings of the West would become independent and heresy spread through-

out every land."27 The lost copy of the Scivias seems to have been made not in Hildegarde's

own Benedictine convent at Bingen but in Trier, though such original and personal visions

can only have been realized visually in close cooperation with their author and must reflect

directly her own intellectual concepts and vivid imagination. Hildegarde's terrifying notions

of the world's future made her famous throughout Europe and understandably popular w ith

Protestant historians in the sixteenth century.

Herrade of Landsberg was the abbess of a convent in Hohenburg (Alsace) for whose mem-
bers she composed her Hortus deliciarum. "the greatest of the medieval pictorial encyclo-

pedias" (Carr), whose illustrations are now known only from nineteenth-century line

drawings made before the manuscript was burned. 28 Some experts, however, date this

manuscript a decade after Herrade's death and consider it to have been made in Strasbourg

and not in Hohenburg by the nuns themselves, who nevertheless probably did produce the

earliest copies of it. now all lost. In this compendium of medieval learning Herrade devel-

oped an old theme, the battle of Virtue and Vice, with such vivid imagery that she helped

expand and popularize this subject in many later medieval decorative schemes. 29 Unlike

most medieval manuscripts, in this the visual images precede and thus dominate the verbal

images of the text. Pride is a powerful, confident woman riding sidesaddle on a lion skin

draped over her prancing steed and supported by an army of elegant women soldiers in chain

mail tunics.30 In an illustration of the Ladder of Virtue, men and women, secular and church,

fall off as they yield to the temptation of immediate worldly gratifications in the form of

wealth and power. The Chariot of Luxury is shown overturning, tossing its occupants into

thorny bushes. Thus, Herrade's basic moral message is always clear even if the full intricacies

of her imagery can be unraveled only by those versed in medieval theology. It is unfortunate

27. 28.

Heer (see note 1). 283; see also 320ff. for some A. Straub and G. Keller. Herrade de Landsberg,

strong feminist statements by Hildegarde. On the Horius Deliciarum . Strasbourg. 1879-99. For more
last manuscript, see Dom L. Baillet. "Les miniatures recent literature and many plates, see G. Cames.
du Scivias de Saint Hildegarde conserve a la Biblio- Allegories el symboles dans VHortus Deliciarum.

theque de Wiesbaden," Fondation E. Pioi, Monu- Leyden. 1971. An important new study of the Harms
menis el memoires. \i\. 191 1. 49-149. Additional bib- deliciarum and all the extant copies of both text and
liography is given in Carr. note 18. to which can be illustrations will be published later this year.

added A. Katzenellenbogen. Allegories of the Unites 29.

and Vices in Medieval An, London. 1939. Katzenellenbogen. Allegories, passim.

30.
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that neither the Hortus deliciarum nor the Scivias can be enjoyed in the full glory of their

original color and gold but must be imagined from the dry black and white of mechanical

reproduction.

Although manuscripts continued to be produced in monasteries until the sixteenth century,

lay production was increasingly important from the thirteenth century onwards. Female
participation is still found, though in no case can a particular illumination be associated

with a particular women. Thus we know that Thomasse. "elumineresse et taverniere"

(illuminator and innkeeper) was living in the rue au Foin in Paris in 1292 but we know of

no work by her. nor of anything by the eight female illuminators working in Paris during

the late thirteenth and early fourteenth centuries that have been traced by Francoise Baron.31

Somewhat later, in 1454. twelve percent of the Bruges painters' guild (to which illuminators

belonged) were women, rising to almost twenty-five percent in 1480.32 Strangely enough,

the records of the painters' guild in nearby Antwerp report only one woman in published

records running from 1453 to 1500. and it is by no means clear that later references to

widows of masters are proof of professional activity.33

Two French women illuminators of the late fourteenth and early fifteenth centuries were

famous in their day. although they are now known only to specialists, namely Bourgot.

daughter of Jean Le Noir. and Anastaise. who was employed by Christine de Pisan. Bourgot.

"enlumineresse." is first recorded in a document of 1358 when she and her father were

working for Yolande of Flanders. Later they were employed and paid substantially by

Charles v. and subsequently by the Due de Berry, all three patrons of exceptional stature.

Millard Meiss has suggested that Jean Le Noir be identified with a follower of Jean Pucelle's

whom he has dubbed The Passion Master. 34 Since father and daughter worked as a team,

there must be work by Bourgot among the illuminations linked with Le Noir, although it

may never be possible to separate their hands.35

Anastaise will probably never be identified with a particular illumination either. She was a

favorite of the early feminist writer Christine de Pisan. who converses with Reason about the

famous women artists of antiquity in her book Cite des Dames, written around 1405. Then,

after describing Anastaise in the words quoted at the beginning of this section, Christine

adds. "This I know by my own experience, for she has produced some things for me which

are held to be outstanding among the ornamental borders of the great masters."36 As Carr

points out. Anastaise was clearly employed in a subordinate role if she was not allowed to

paint "yhistoires" but only their "champaigns" and borders. It is possible that such a second-

ary role was the lot of other women active in this profession. The citation is nevertheless

important as the first extensive tribute to a woman artist in a literary text since antiquity.

Not until Guicciardini visited Flanders a hundred years later would the next one appear.

Were the medieval women artists we have been discussing known to their Renaissance

successors? Did the former serve as role models, to use a modern term for an old idea, to any

extent for the latter? On the whole, it seems unlikely. The only women artists of the past

given any publicity during the Renaissance were the legendary women of antiquity recorded

in Pliny's Saturalis Historia (xxxv. 147) and included by Giovanni Boccaccio in his De
claris mulieribus (Of Famous Women), written in the late fourteenth century. Judging from

the number of women in the Bruges painters' guild, a strong tradition of female participation

explains the emergence there of successful women miniaturists like Levina Teerlinc (see

cat. no. 1) in the sixteenth century better than the example of any one predecessor. Nonethe-

less, in literate court circles like that for which Teerlinc's father worked, artists may have

known about Anastaise and her ancient forerunners, and the reputation of someone like

Bourgot might have been part of the local oral tradition. In France, despite occasional

31. 33.

See note 6. Baron is cited by Miner. 22. See Rombouts and Lerius, 20. and F. J. van den

32. Branden. Geschiedenis der Antwerpsche Schilder-

The figures are quoted by Miner. 24. from unpub- school, Antwerp. 1883.

lished research by Professor Douglas Farquar. 34.
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de Berry: The Lale 14th Century and the Patronage

of the Duke. London. 1967. 168.

35.

Miner. 18-19.

36.

The translation comes from Millard Meiss. The Lim-

bourg Brothers and Their Contemporaries, New York.

1974, 13-14. The meaning of the word champaigns

has been debated; some scholars translate it as

"landscapes." others merely "backgrounds."

19



references to women illuminators and even sculptors in fourteenth-century Paris and despite

the career of Christine de Pisan, Anastaise is the only woman artist active in the fifteenth

century recorded in published sources to my knowledge. There are only three more women
recorded in sixteenth-century France, two of whom worked late enough to enter the next

century and a third who may be pure invention.37 In Italy, on the other hand, where the

artists' guild regulations imply that women were hardly ever active, some twenty-five women
artists are recorded for the fifteenth and sixteenth centuries and for several of these a con-

siderable number of works survive. Italy in fact dominates the history of women painters

until the eighteenth century, when France finally overtakes both Italy and the Low Countries

as the location of the largest number of recorded women artists.38

The Emergence of Women Artists in Renaissance Italy

Various factors explain Italy's prominence in the history of women artists from the fifteenth

to the seventeenth century. The Reformation did not sweep away convents in the Catholic

South as in the Protestant North, although their numbers and importance declined. 3H Many
of the women artists recorded in Italy in the fifteenth and sixteenth centuries were nuns,

although none for whom any work survives were very gifted. Copying and decorating texts

was by then a commonplace activity, a basic skill expected of most nuns except those devoted

to charitable activities such as nursing the sick and dying. 40 In fact the art of illumination

practiced in monasteries was in decline, with much of the best work now produced in secular

workshops for secular patrons. The nuns, living in a closed world w ith no strong internal

tradition to stimulate them to a high level of competence, let alone to inspire them to new

achievements, did not work in an environment likely to produce innovative art.

The best documented Italian nun-artist of the fifteenth century. Caterina dei Vigri

(1413-1463). exemplifies many of the general observations just made. She was a well-born

Bolognese woman who became a Franciscan nun in Ferrara in the late 1420s and moved to

Bologna in 1456 as the superior of a new convent established beside the church of Corpus

Domini. 41 Well educated by contemporary standards, she had been taught to play musical

instruments and to draw as well as to read and write Latin when she was grow ing up at the

court of Ferrara. Her true profession was not as an artist, however, but as a devoted member
of her order; she had visions, performed miracles, and was thought to be the cause of others

after her death. She was sanctified in 1703. It is undoubtedly because of her reputation as a

saint that her modest artistic efforts have been preserved along with other relics of her life in

a room attached to the church where she spent her last years. The style of her work can only

be described as naive, provincial, and archaic, for she was essentially a dilettante whose

development was not helped by her decision to spend her life in clausura.

A Carmelite nun one would like to know more about was Paolo Uccello's daughter Antonia

( 1446-1491). Vasari tells us that he had "una figliola che sapeva disegnare" (a daughter who
knew how to draw), but the only supporting evidence know n at present comes from her

death certificate, where she is called "pittoressa."42 The only other fifteenth-century Italian

woman artist for whom we have any evidence is Suor Barbara Ragnoni. who signed an

Adoration ofthe Shepherds now kept in the Pinacoteca of Siena. 43 Ragnoni was more aware

of current developments than Vigri. whose work seems almost a century out of date. The
Adoration is a charming example of the Sienese school in the late quattrocento when the

local tradition was no longer as inventive as it had been in the previous century.

Vasari devotes several paragraphs to the career of a sixteenth-century nun. Suor Plautilla

Nelli (1523-1587/88). several of whose works could be traced in and around Florence in the

early part of this century but which have disappeared from the modern literature. Vasari

reported— and she was alive when he wrote— that she had begun as a miniature painter

37.
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and copyist but gradually advanced to the production of altarpieces for her own convent,

St. Catherine of Siena in Florence, and for outside patrons. The main influence on her work

was Fra Bartolommeo. whose style she learned from his pupil, Fra Paolino da Pistoia

(ca. 1490-1547). Bartolommeo's restrained classicism was out-of-date by the mid-sixteenth

century when she painted her Lcisi Supper, an extremely competent essay in his style. As

Vasari remarked, her work shows "that she would have done marvellous things if, as men
do. she had been able to study and learn to draw and work after living models." She certainly

seems to have been the most gifted of the artist-nuns recorded in Italy. 44

All that the evidence of painter-nuns allows us to conclude is that while taking the veil made
it possible for some women to paint, the isolation of the convent combined with the lack of

proper training and competitive standards meant that genuine artistic abilities could not

flourish there. Further evidence that this was the case comes from the women who did finally

emerge as serious, competent painters in sixteenth-century Italy. They were not nuns.

Sofonisba Anguissola (see cat. no. 3) was the daughter of a provincial nobleman and Lavinia

Fontana (see cat. nos. 5-7) was the daughter of a provincial painter. Different social forces

were at work here and we must consider them before examining the case histories of these

and other women painters of that period.

The Status and Education of Women in Renaissance Italy

At six or seven put [your son] to learn to read, and then set him either to study or to that

craft he most enjoys. If the child he a girl she should he put to sew and not to read, for it is

not good that a woman should know how to read, unless you wish her to become a nun.

— Paolo da Certaldo, ca. 1320

In Italy during the Renaissance a revolutionary change occurred in artists' images of them-

selves in relation to society. They struggled to give the status and rewards of an intellectual

profession to what had hitherto been classified and rewarded as a craft.45 This change

should have made it even more difficult for women to become artists. A seven-year apprentice-

ship in a master's shop no longer sufficed. Artists were expected to have a liberal arts education

with special emphasis on mathematics and the laws of perspective and to have considerable

knowledge of ancient art, both from literary texts and from the objects themselves, which were

best seen in Rome. This basic educational program outlined by L. B. Alberti in Delia pittura

was rapidly expanded in the late fifteenth and early sixteenth centuries. It became accepted

that the training of every ambitious, serious artist would include the study of the human body,

atfirst from corpses and clothed models but increasingly from the nude male model, and travel

to the major art centers to study the achievements of one's rivals and of the best artists of

the previous generation or two. Such a level of education and freedom of movement were

hardly possible for women in the fifteenth and sixteenth centuries, except occasionally for a

member of an aristocratic household whose future would be considered only in terms of the

desirable political consequences of her marriage and not of her potential artistic or intellectual

attainment. Needless to say, no proper lady could admit to firsthand knowledge of the

appearance of the naked male body.

A glance at the considerable literature that concerns itself with the role of women in society

— for the most part, women of the upper social classes— will make clear the crippling

limitations placed on the development of any artistic or intellectual gifts with which a woman
might be endowed. If women of the less privileged social classes, from which most male

artists came, had more responsibilities and more freedom of movement, they were always

handicapped by the physical strains and dangers of constant childbearing and by the endless

hard labor required to provide their families with the basic necessities of life.

Not surprisingly, the ideal woman described in Renaissance treatises corresponds in many

"catterjna vigri F bologna 1456." whose style differs

considerably from her works preserved at Corpus

Domini. As she suspected, the signature is a later

addition. Current scholarly opinion attributes this

work to the circle of Giovanni Bellini (S. Moschoni

Marconi. Gallerie dell' Accademia di Venezia, XV
Secolo. Rome. 1955. 88-89. no. 84).
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respects to the typical female saint. who was nearly always both beautiful and chaste. For

mam. the only achievement had been to defend their chastity against all pagan assaults, and

sometimes from Christian suitors as well. If they had lost their virginity, then they rejected

their lascivious pasts and moved to caves where they ended their lives in solitary contem-

plation. The Church's ideal woman personified the Christian virtue of total self-abnegation

combined with the complete rejection of human sexuality. Thus many medieval instructions

for the education of women advise against teaching them to read at all lest they discover

corrupting texts like Ovid*s Ars amoris I Art of Love). Piety, chastity, and obedience to one's

husband were considered the goals for all women. 46

Leon Battista Alberti. a life-long bachelor, put forward a similar model woman in his popular

treatise Deliafamiglia. "A woman worthy of praise must show first of all in her conduct

modesty and purity." Passivity was not only an ideal: it was. according to Alberti. woman's

very nature. •"Women . . . are almost all . . . soft, slow and therefore far more useful when they

sit still and watch over things." Alberti also wished her to be physically attractive, chaste prior

to marriage, and faithful to her husband ever afterwards. And while he mentions many
qualities desirable in the woman w ho is to become "a perpetual mate"— good birth, a decent

dowry, the ability to bear sons— he does not mention at all w hat degree of education he would

recommend for his ideal life companion. 47

Most women in the fifteenth century were illiterate (and so. though to a lesser extent, were

most of the male populace). Only girls destined to be nuns were regularly taught to read and

write: others, as we noted in the quotation from Paolo da Certaldo. were actively discouraged

from such pursuits. The views of San Bernardino a century later are no different. "Make
your daughter into a little drudge . . . oh. but there is a maid servant. Make her work ... to

keep her busy . . . [if you do] . she won't wait at the w indows or be giddy -pated."4S Francesco

Datini (d. 1410). the merchant of Prato whose biography by Iris Origo is a rich source of

information about the place of women in early Renaissance society, would have agreed with

Paolo da Certaldo too. Datini was upset when his w ife. then in her thirties, was taught to

read and write by a family friend. "Provide for your household in such a fashion." he wrote

her. "as to do you honor and do not pay so much attention to reading that you do other

things ill. Order all other matters so that they do well, and then you may read as much as

you please.
"w The only women exempted from the rule of minimal literacy were those

whose high rank meant that they might one day inherit political power.50
It was customs and

attitudes such as these that provoked Christine de Pisan to exclaim. "Helas Dieux. pourquoi

ne me faiz tu naistre au monde en masculin sexe!"51

Most Renaissance men who gave advice to women were patronizingly confident of the

inferiority of the female sex and put forward as positive qualities in women those personality

traits we now recognize as insuperable barriers to individual achievement. However, a few

glimmerings of a more positive attitude can be found in the literature devoted to famous

men and women of the past, stories intended to inspire the reader with a desire to emulate

past greatness and to avoid past failings. Needless to say. there are more noble examples

offered to men than to women and the latter are rarely concerned with professional

achievement rather than with good character. Giovanni Boccaccio's collection. De claris

mulieribus, written around 1370. offered women one hundred four examples drawn mainly

from ancient sources but including Eve and a few medieval women rulers as well.52

Semiramis. Queen of the Assyrians, is praised for proving "that in order to govern it is not

necessary to be a man but to have courage." She was not perfect, however, for "this unhappy
woman, burning with carnal desire, gave herself to many men." including her own son. Iole

reduced the powerful Hercules to the condition of a foolish woman, wearing "girlish garlands

and the Maeonian headdress." "We men must therefore be vigilant and arm our hearts

46.
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with great strength, so that we are not overcome against our wishes" and are not dominated

by desires of the flesh. Camilla, queen of the Volscians. who is portrayed as a virginal Amazon,
died in battle defending Turnus. She becomes the pretext for a lecture "to the girls of our

time:" "I wish that from her example they would learn not to listen to shameful words, to

keep silent, to veil their eyes with seriousness, be well-mannered, act with modesty, and avoid

idleness, feasting, elegance, dancing and the company of young men. Let young women also

know that to desire everything pleasurable and to do everything possible is not in accord with

chastity, so that, by becoming more discreet in the flower of praiseworthy virginity, they

may attain with maturity to holy matrimony under the direction of their elders."

Buried in all this sermonizing are the brief lives of three women painters of antiquity:

Thamyris, Irene, and Marcia. Thamyris (Timarete in Pliny, Boccaccio's source), the

daughter of the painter Micon, "scorned the duties of women and practised her father's art."

She was known for a picture of Diana kept at Ephesus, where it was preserved for many
years. "She should be praised even more if we consider the spindles and baskets of other

women." To Irene, also the daughter of a painter, Boccaccio attributes not only a picture of a

girl at Eleusis but, confusing Pliny's text, several works by other women artists. "I thought."

continues Boccaccio, "that these achievements were worthy of some praise, for art is very

much alien to the mind of woman, and these things cannot be accomplished without a great

deal of talent, which in women is usually very scarce." Finally Boccaccio mentions Marcia,

daughter of Varro (she was actually laia of Cyzicus, who according to Pliny lived in the

time of Varro's youth, around 90 B.C.), who remained a virgin all her life. He praises her

because, "scorning womanly occupations, she gave herself up completely to the study of

painting and sculpture so that she would not languish in idleness." He continues to say that

she carved figures in ivory as well as painting on it, and also painted her self-portrait by

using a mirror. Surpassing Sopolis and Dionysius. the most famous painters of her day. she

not only worked faster than they did. but also fetched higher prices. Finally Boccaccio

speculates about her tendency to paint women rather than men. "I think that her chaste

modesty was the cause of this, for in antiquity figures were for the greater part represented

nude or half nude, and it seemed to her necessary either to make men imperfect, or. by

making them perfect, forget maidenly modesty. To avoid both these things, it seemed better

to her to abstain from both."

It would be hard to exaggerate the importance for the subsequent history of women artists

of Pliny's brief paragraph about the women artists of antiquity and Boccaccio's elaborations

on it. Most artists' biographers from Vasari onwards mention Timarete, Irene, and laia at

some point before turning to the lives of their Renaissance and Baroque successors. Alberti

even remembers them in passing in Delia pittura53 and they turn up in the endless cin-

quecento debates about the superiority of painting versus sculpture. 54 Baldinucci, aware of

the topos, declares that he will not provide this obligatory preamble to his life of Sofonisba

Anguissola because he is certain that his readers are overly familiar with it.
55 Malvasia. by

contrast, gives the most extended account, buttressed with many other examples of notable

achievements by women in a passage that has an almost feminist fervor.56

In the visual arts ancient precedent had the authority, one can say, of Holy Writ: whatever

ancient artists had done was good. Those Renaissance scholars who believed that a new golden

age had dawned in the visual arts, that Leonardo, Raphael, and Michelangelo equaled and

even surpassed the ancients, were not averse therefore to the idea that this new creative spirit,

which they imagined as floating in the air (and of course flourishing particularly in the salubri-

ous atmosphere of Florence. Bologna, Naples, or wherever the writer happened to live), should

occasionally infect a woman, as it had in antiquity. It was understood that this was an excep-

tion to the general rule that women were not destined by God to become artists, or anything

54.
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else requiring "ingegno" and "giudizio," but the appearance of a talented woman in their

midst was always welcomed as evidence of the superabundant creative genius to be found in

the city where this phenomenal woman lived. Strangely enough, it was easier for a woman to

conform to this new conception of the artist as a divinely inspired genius than it had been

for her to emerge from the conservative, traditional medieval workshop.57

While artists were winning new status in Renaissance society, there was an important shift in

the attitudes toward the education of women that had prevailed in the fourteenth and fifteenth

centuries. Early in the sixteenth century at the court of Federigo da Montefeltro in Urbino.

Baldassare Castiglione wrote his // Cortegiano, which was first published in 1528. Before

the century was out, over thirty editions had been printed in Italy. France, England, and Spain.

Castiglione devoted an entire chapter to the ideal female member of an aristocratic household

such as Elisabetta Gonzaga. Duchess of Urbino. for whose entertainment and enlightenment

the conversations in the book were supposedly held. Almost all the attributes and accom-

plishments necessary to the male courtier were also declared appropriate to the female,

including a high level of educational attainment and the ability to paint, play musical instru-

ments and sing, write poetry, and make witty, stimulating conversation. 5 " These ideas were

not in themselves new. They can be found much earlier in medieval treatises on courtly

behavior. 5" but the invention of printing in the meantime meant that a far wider audience had

access to Castiglione's ideas of ideal courtly behavior than could ever have learned about these

customs in the Middle Ages. // Cortegiano was enormously popular; its influence on social

behavior and educational theory extended far beyond the Renaissance courts, where it

originated, to all lesser noble families and to all successful merchants wealthy enough to

emulate that way of life. Thus Castiglione helped to emancipate women from the bondage of

illiteracy and minimal education, extending the privileges and opportunities of a few women
to those of a much wider social stratum. He made it proper, even praiseworthy, for women
to engage in a wide range of artistic, musical, and literary pursuits, and if most women only

dabbled as amateurs and formal education for women remained poor, there is still no

shortage after the mid-sixteenth century of references to women who were regarded by their

contemporaries as exceptionally fine artists, musicians, and writers.80

Some proof of the influence that Castiglione's ideas had on the women who became painters

can be found not only in their family origins but also and more significantly in the ways they

were presented to the world by themselves and their biographers. Sofonisba Anguissola. the

eldest daughter of a provincial nobleman, fits neatly into the category of daughters of minor

aristocrats whose educational horizons were expanded by Castiglione. She and her sisters

were all taught to play musical instruments and to read Latin as well as to paint. She signed

her works with Latin inscriptions that are always more elaborate than the simple "fecit"

formula, and she twice painted herself playing a keyboard instrument (cat. no. 3). Thus she is

a good example of the new female courtier, raised outside that closed society but well prepared

nevertheless for her life at the court of Philip n in Madrid, where she became a lady-in-waiting

to Queen Elizabeth of Valois. Lavinia Fontana could make no claims to noble birth, but she

nevertheless presented herself as a well-educated lady in her self-portrait in the Accademia

di San Luca in Rome, elegantly dressed and playing the virginals while a servant brings her

more music. 61 Caterina van Hemessen painted her sister in a similar guise (cat. no. 2). Indeed

a number of portraits of smartly dressed women seated at keyboard instruments can be cited

from the late sixteenth century onwards, proof of the spread throughout Europe of more posi-

tive educational standards for women. The portrait tradition of showing a woman with her

gaze modestly averted and holding a prayer book begins to give way to a variety of more
assertive, more individual portrayals of female sitters, an important subject in itself which

deserves more attention than it has so far received in the literature.82

57.

How far this identification might go is shown by the

medal dedicated to Lavinia Fontana. the verso of
which shows her seated at an easel, her hair flying in

the wind as she works in a fit of creative energy.

Galli. fig. 16 (see Fontana bibliography): see also

Tufts. 1974. 34 and fig. 14b.

58.

Baldesar [sic] Castiglione. The Book of the Courtier,

trans. C. S. Singleton. New York. 1959. 201ff..

especially 210 There were a few limitations sug-

gested nevertheless tennis, fencing, wrestling, and
playing loud instruments like trumpets and drums
were not thought suitable for women. Some thor-

oughly traditional attributes are also listed such as

grace and beamy (more important for the female
than the male com tier) and ihe ability to manage her
husband's estate I household, something on which
Alberti had laid g stn ss Book in is in fact a

good survey of thi guments ihen current for and

against women, many of which are still popular.

59.

Power (see note 1). 77-78.

60.

This change of climate is also acknowledged by E.

Rodocanichi in La femme italienne avant, pendant

el apres la Renaissance. Paris, 1922. 23ff.. especially

36-43. Many other factors, especially economic,

would have to be considered in any proper discus-

sion of the growth of educational opportunities for

women in Europe before 1800.

61.

Alinari 30561; signed and dated 1577. Galli (77. see

Fontana bibliography) rejects this work as auto-

graph but does at least think it is an early copy of a

lost original. He records another self-portrait of 1577.

in the Museo Primoli. Rome, which shows her playing

a clavichord, but I have been unable to locate it.

62.

Women playing the lute, on the other hand, are often

associated with loose living and illicit sexual rela-

tions (see Brussels. 1963. nos. 95. 158. 198. and 252

for a typical sampling).
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Since the choice of a professional career was nonetheless highly eccentric for women in six-

teenth- or seventeenth-century Italy, it is not surprising that the biographers of these first

women artists are careful to stress what proper, ladylike characters these exceptionally accom-

plished women were. Vasari describes Properzia de' Rossi (ca. 1490-1530). whom he believed

was the first woman sculptor in the history of art, as "skilled not only in household matters,

like the others, but in infinite fields of knowledge, so that not only women but men too were

envious. She was beautiful and played and sang better than any woman in the city at that

time." ,i:! Sofonisba Anguissola's noble parentage is mentioned by all her biographers; many
also list her accomplishments and say that she was beautiful. 64 Malvasia reports of Lavinia

Fontana that even though she was made much of by Bolognese society, "she did not become
conceited . . . but behaved even more modestly the more favors she received," refusing offers

of marriage from noblemen as inappropriate for someone of her class.65 Malvasia is even

more enthusiastic about his heroine. Elisabetta Sirani (see cat. nos. 30, 31). "I lived in adora-

tion of that merit, which in her was of supreme quality, and of that virtue, which was far from

ordinary, and of that incomparable humility, indescribable modesty, inimitable goodness.

"

Ktl

The terms of praise are close to those offered by Castiglione to the new duchess of Urbino,

Eleanora of Gonzaga: "If ever there were joined in a single person wisdom, grace, beauty,

intelligence, discreet manners, humanity, and every other gentle quality, they are so joined in

her that they form a chain that comprises and adorns her every movement, uniting all these

qualities at once.'"'' 7 The idea that male artists should behave like gentlemen was implied

already by Cennino Cennini and Alberti, and stated clearly by Paolo Pino in 1548, but male

artists were not so frequently complimented in these terms, and their eccentric behavior was

often noted by their biographers. fiH By contrast anecdotes about the strange ways of women
painters are extremely rare.69

The Emergence of Women Artists in Flanders, 1550-1600

Master Gerard, the illuminator, has a daughter about eighteen years old called Susanna. She

made an illumination of the Savior, for which I paid one guilder. It is a great marvel that a

woman can do so much.
— Albrecht Diirer, 1521

We know far less about the first women to make reputations for themselves as painters in six-

teenth-century Flanders than we do about their Italian contemporaries. Thus it is more

difficult to explain why they emerged into greater prominence at this time. Only for Caterina

van Hemessen do certain works survive and only for Levina Teerlinc do we have substantial

documentation. The art historian is handicapped above all by the absence of that strong

literary-biographical tradition which has preserved a wealth of information about artists active

in Italy before 1600 but which began in the North only in the late sixteenth century. 70

Women seem to have been active in a far wider range of professions in the North than in Italy

and their social status in Flemish and German society was probably higher as well. Portraits

indicate among other things which members of society were considered important. Thus it

is significant that there are far more portraits of women in relation to the total number of

portraits that survive in the North than in Italy for the fifteenth, sixteenth, and seventeenth

centuries. Even if many of the northern women are presented in their traditional roles as

modest wives, mothers, spinners of wool, and readers of prayer books rather than as merchants,

scholars, or even cultivated ladies of leisure, Italian women who were not married to ruling

princes rarely had their portraits painted at all.
71

The medieval pattern of wives, and occasionally daughters, following their husbands'

and fathers' professions seems to have persisted in Flanders at least until the sixteenth

century. Diirer observed a procession in Antwerp one Sunday in August 1520 in which were

63.

Vasari. v, 75. Sabina von Steinbach. who is sup-

posed to be the daughter of Erwin (d. 1318), the archi-

tect of Strasbourg Cathedral, and the sculptor of the

figures of Church and Synagogue, is a legend inspired

by a mistaken reading of an inscription recording

that a statue was paid for by a donor named Sabina

(H. Reinhardt, La cathedrale de Strasbourg, Paris.

1972. 101). See note 6 for other early references to

women sculptors.

64.

V. Carducho. Dialogos de la pintura, Madrid, 1633.

16.

65.

Malvasia. I, 177.

66.

Ibid., ii. 386.

67.

Castiglione, Book of the Courtier, 287.

68.

Wittkower (see note 45). 93ff.

69.

Rosalba Carriera's increasingly severe spells of

depression toward the end of her life are alluded to

tactfully by Zanetti (449. see Carriera bibliography).

Gentileschi's rape and subsequent trial are not

mentioned by any seicento writers.

70.

Karel von Mander's Schilderboek (Alkmaar. 1604)

is the first extensive collection of Northern artists'

biographies but the lives are short and do not com-

pare with those of Vasari as historical sources.

71.

A rough census of my own shows that there were

three male portraits produced in Italy in the fifteenth

and sixteenth centuries for every female portrait; in

the North, more than a third of the portraits repre-

sent women. The bias is seen in donor portraits as

well as in individual and group portraits
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represented "all the guilds and trades, each man dressed according to his rank and most

richly. . . . The procession also included a large troop of widows, who keep themselves by

the work of their hands." 72 As noted earlier, the painters' guild in Bruges had a substantial

number of women members in the late fifteenth century. The custom of sending daughters to

convents, where some learned to illuminate manuscripts, should also be recalled, for four of

the seven Flemish women artists recorded by Guicciardini in 1567 were miniaturists. 73

Attitudes toward women also changed in the North from medieval misogyny, which had been

inspired largely by a celibate priesthood, to a more positive view of women's role in society

as the Reformation gradually established a religion that allowed priests to marry. The Prot-

estant stress on knowledge of the Bible meant that universal literacy became a goal of society,

and elementary schools for both girls and boys appeared in the North long before they

are reported in Italy. 74 Castiglione's // Cortegiano was read outside Italy too. carrying with

it visions of a cultured society in which both men and women were well-mannered and

well educated. Perhaps it is less surprising therefore that a few women in Flanders should

have become good painters than in Italy, where the Catholic church remained a strong force

supporting a patriarchal ideology in which women were strictly subordinate to men.

Levina Teerlinc is the Flemish counterpart of Sofonisba Anguissola. Teerlinc also became a

successful court artist, and her fame was still part of the oral tradition when Guicciardini pub-

lished his account of Flanders almost twenty years after her departure for London. No doubt

her example inspired other young women to seek the same path to fame and riches just as

Anguissola's evidently did in Italy. Caterina van Hemessen's career was brief but, thanks to

Guicciardini. may have had a similar effect. Of the other women artists in sixteenth-century

Flanders we know only what Guicciardini tells us. which is about as much as Pliny tells us

about Iaia. supplemented by Diirer's famous comment, quoted above, on the miniature he

bought from Susan Horenbout. 75

Women Artists in Italy in the Sixteenth and Seventeenth Centuries

This excellent Painter, to say the truth, in even way prevails above the condition of her sex.

— A patron on Laviniu Fontana, 1 588

In the sixteenth century when women first emerged as serious professional artists, their train-

ing and education still took place largely in the workshops of established artists. Academies,

which would eventually replace to a large extent this essentially medieval training system,

did not play an important role in the education of any artists until the late seventeenth century

in Paris, when the Academie Royale first assumed such a role w ith regularity and efficiency. 76

The Accademia del Disegno in Florence, founded in 1562. and the Accademia di San Luca

in Rome, revived with a formal teaching program in 1593, were in effect social clubs rather

than art schools, for they failed to provide except erratically either drawing sessions with a

nude model or debates about the theory and practice of art. Thus exclusion from the meetings

of these academies was not a serious handicap for women until the eighteenth century, when
the academies in both Rome and Paris finally became serious teaching institutions and their

prizes an important indication of future success. 77

But in the sixteenth and seventeenth centuries the dubious prestige of membership in an

academy was less important than the opportunity for a talented woman to study w ith a good

artist, not necessarily her father. Also vital was the chance to attend the private draw ing ses-

sions organized in Rome and elsewhere to bring down the cost of hiring a model. The former

was sometimes possible but custom and prejudice firmly excluded women from the latter. It

was believed that their presence could only ruin the reputation of the woman and give rise to

scandal. The first woman to break this barrier was Giulia Lama (see cat. no. 43) in Venice in

72.

Tagebuch der Reise in die Niederlande, Leipzig.

1884. 55 (quoted in Not in Gtnt'\ Image, ed. J.

O'Faolainand L Marlines, New York, 1473. 157.

This collection of sources about women is an excel-

lent selection spliced with livelj editorial comment.)
73.

Susan Horenbout. Clara Skeysers. Lavina (Teerlinc).

and Ann Smiter.

74.

Sachs. I4ff. and pis. "2 and 73. Rodocanichi (see

note 60) mentions no such schools for girls in Italy.

See also O'FaoIain and Marlines. Wot in God's
Image, 194 and 24411. Jean Luis Vives, tt.mk ,>t

Instruction of a Christian Woman, first published

in Latin in 152 which appeared in over forty edi-

tions in all Eu i. -juages before 1600, was also

influential. He hi .: ihat women should be taught

to read but should not learn history, logic, grammar.

or rhetoric: they should read the Bible rather than

Ovid, and so on.

75.

Albrechi Durer'\ Tagebuch iter Reise in die \ieder-

lande. Leipzig. 1884. 85.

76.

Pevsner, passim.

77.

The rules of the Accademia di San Luca formulated

in 1607 forbade women to attend meetings, although

they could be elected Academicians C'Le Donne
insigni nell'Arte sianoaccettate Accademiche ma
non abbiano luogo in seduta"): Missirini (note 8). 83.

In one record of a meeting held on June 16. 1630. the

name "Anna Duchela" appears (Archivio di Stato.

Trenta Notaii Capitolini. Ufficio 15. vol. 124. f. 866).

This sounds like Anna Dughet. sister of Gaspard.

who married Poussin a few months later, but even if I

have transcribed her name correctly, her attendance

was extremely unusual. Giovanna Garzoni never

attended any of the meetings at which the conditions

of her bequest were discussed.
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the early eighteenth century, but she was little known outside her home town and no other

woman seems to have tried until the nineteenth century.78

Some of the difficulties that women faced in a society unused to their stepping outside tradi-

tional roles are exemplified by the experience of Artemisia Gentileschi. Her father, Orazio,

was a good painter who could certainly have provided her with a solid training. She had

another advantage over those women born in the artistic provinces, so to speak, in being able

to study on her own in Rome many major artistic monuments, both ancient and modern. Her

father nevertheless believed that she needed additional instruction in perspective and hired a

colleague known for his expertise in this area to give her additional lessons at home. Despite

the presence of a female chaperone, the result was a now infamous trial in which Orazio

accused the teacher of raping her. 79 Sofonisba Anguissola and her sisters, however, were able

to study with local Cremonese artists without being seduced. And in the early seventeenth

century Giovanna Garzoni. who became famous for her watercolor studies of plants and

animals on vellum, left her home in the Marches and did what any talented male artist would

have done, traveled to Venice, Rome, and Naples in search of instruction and clients before

settling in Florence. Maria Sibylla Merian's biography suggests a similarly independent atti-

tude. Indeed, quite a number of Dutch women studied with masters unrelated to them, even

when their fathers were artists. Society may have disapproved of their behaving with such

independence, but by the seventeenth century it had clearly become easier for women to

control their own lives to some degree.

Boccaccio had not only reminded women artists of their ancient predecessors, he also pro-

vided some suggestions about subjects that might appropriately concern them, namely portraits

of other women and perhaps portraits of themselves. Women were poorly prepared to take on

commissions for altarpieces or any works involving multi-figure compositions as long as their

artistic training was limited, though this did not deter some from trying. Thus although

Sofonisba Anguissola and Lavinia Fontana found a responsive audience for their portraits,

the former for those of herself, the latter for those of Bolognese noblewomen, both women also

produced religious works and Fontana made several large altarpieces for public sites as well.

If their critics preferred their portraits, neither woman felt constrained to confine herself to

painting what she could see rather than what had to be imagined.

Sofonisba's fame was made first as a portrait painter and the demand for examples of her phe-

nomenal skill in this specialty made it difficult, according to Soprani, for her to extend her

range to more prestigious categories of painting. By producing one large, full-length portrait

of her father with one of her sisters and her brother (Nivaagaard, Malerisamlingen) shortly

before she left for Spain, she evidently wished to declare her ability to manage multi-figure

compositions and thus perhaps to try history painting at a later date.80 Nor was she willing to

accept the limitations of existing portrait types, for she extended them in her famous conver-

sation piece showing three of her sisters playing chess (fig. 5, see p. 30 ).
81 Finally, her self-

portraits represent an astonishing variety of formats, situations, and sizes (cat. no. 3, figs.

2 and 3). No artist between Diirer and Rembrandt painted so many, but while their extensions

of this genre have been the subject of much favorable comment, Anguissola is dismissed

instead for looking no further than her mirror.

Anguissola's self-portraits can be explained by the fact that as the first Italian woman artist of

note she was the object of much curiosity and admiration. Properzia de* Rossi (ca. 1490-1530)

preceded her but died, according to Vasari, just as word of her extraordinary gifts reached

Pope Clement vn and thus before she could become the subject of a cult, as Anguissola did.

Lavinia Fontana also painted several self-portraits, although nothing like the number pro-

3.

Sofonisba Anguissola

Self- Portrait, ca. 1552

Oil on copper

3'/4 x2'/2 in. (8.2 x 6.3 cm.)

Boston, Museum of Fine Arts

Emma F. Monroe hund (60.155)

78.

Ruggeri. pis. 64. 67-70. and ff. (see Lama biblio-

graphy). He publishes twenty-three such studies, a

few from female models (pis. 86 and 180-82). Gen-
tileschi certainly drew from female models, but while

this was important, the male nude had a symbolic

significance that made the prohibition to study it an

insuperable barrier for women's real advancement in

the profession. As Nochlin commented (1971. 33), it

is like forbidding medical students from doing dis-

sections or even examining the human body.

79.

See her biography for details and references.

80.

Repr. by Venturi, 926, and H. Olsen, Italian Paint-

ings in Denmark, Copenhagen. 1961, pi. XLilb.

81.

Repr. by Berenson. pi. 1968 (see S. Anguissola bib-

liography). See R. Edwards. Early Conversation

Pieces. London. 1954. 14-15.
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duced by Anguissola. By the time Artemisia Gentileschi came to maturity, women artists can

no longer have been regarded as such extraordinary phenomena for she had to work much

harder to find patrons, to whom she sometimes offered a self-portrait as inducement. 82 The

first women artists active in northern Europe do not seem to have produced as many self-

portraits as their Italian contemporaries, but we do have one by Caterina van Hemessen, and

in her still-life paintings Clara Peeters (see cat. nos. 17. 18) made frequent use of the conceit

of the self-portrait concealed in a reflection.83 Self-portraits by women artists again became

important in the late eighteenth century when Angelica Kauffman (see cat. nos. 48-5 1) and

Elizabeth Vigee-Lebrun (see cat. nos. 58-61) both enjoyed such spectacular fame that patrons

again demanded this double souvenir of genius.

The adulation of Sofonisba by patrons— especially by the Spanish court, which whisked her

away from her family, gave her many expensive gifts, a generous annual pension, and a sub-

stantial dowry when she married a rich Sicilian nobleman— and the publicity given to these

outward signs of success were of great historical importance for later women artists. The fab-

ulous wealth her talents gained for her must have inspired other fathers with talented daugh-

ters to think of training them in hopes of similar success. Such dreams of financial glory surely

explain why not long after 1560. when Sofonisba left for Spain after almost a decade of activ-

ity in Italy, several more women painters appeared in North Italy to emulate her achievements.

Lavinia Fontana of Bologna made her debut in the 1570s. Barbara Longhi of Ravenna (see

fig. 4) finished her training around the same time, and Fede Galizia (see cat. nos. 8. 9) was

reported as a child prodigy in Milan about twenty years later. 84 And not long after Fontana's

arrival in Rome in response to a papal invitation, Orazio Gentileschi began training his daugh-

ter Artemisia. The compliments and financial rewards given to Anguissola and her successors

may have been excessive in relation to their accomplishments but it is extremely important

not to forget the historical consequences of their public reception.

Once the breakthrough had occurred, once a few women had become professional artists and

had been reasonably well received by patrons and critics, then it is not surprising to find other

women following their example. Custom, prejudice, and practical problems such as the lack

of safe, reliable contraception continued to make it virtually impossible for a gifted woman to

train herself properly, to bel ieve in her gifts as ardently as a man. or to devote herself to her

career as completely as a man. Nevertheless a few women overcame most of these obstacles in

the sixteenth, seventeenth, and eighteenth centuries, proving that none was insurmountable

once the idea had been successfully planted in people's minds that creative genius might on

rare occasions be found in a woman. Even if we agree with Nochlin. as I do, that "the golden

nugget of artistic genius." which will rise to the surface however unpromising the circum-

stances, is a myth, it is a powerful myth nevertheless. The belief that women did not even have

the potential for artistic genius explains their absence from the earlier history of Renaissance

painting more convincingly than any description of housekeeping problems in the fifteenth

century.

Once young women with artistic gifts came to believe that the myth of creative genius might

apply to them, what kind of reaction did they get from their families, fellow artists, and crit-

ics? Every father of a daughter had to worry about providing her with a sufficient dowry to

make her an attractive marriage prospect. A woman who could make a substantial contribu-

tion to the family income was surely, as far as her father and future husband were concerned,

an asset rather than a iiability. Indeed we hear of few fathers who opposed their daughters'

careers. On the contrary. Anguissola's father promoted his daughter vigorously and not only

for financial reasons. At the age of thirty-six he had divorced his barren first wife and remar-

ried, but his new wife produced nothing but daughters, six in a row. We can assume that

Amilcare was filled with concern for the preservation of his family's name, and since he

Barbara Longhi

Madonna and Child with St. John the Baptist

Oil on canvas

34% x 27 15
/i 6 in. (88 x 71 cm.)

Dresden. Gemaldegalerie

Bottari-Ticozzi. I, 246.

83.

See below in the discussion of still-life paintings by
women.
84.

For information on Fontana and Galizia. see their

biographies. We are poorly informed about Barbara
Longhi (1552-1638), daughter of Luca Longhi of

Ravenna. None of the works attributed to her are

dated and no serious research ever seems to have been
done on her. V'asari in his brief life of Luca com-
ments on the handicap of a provincial upbringing

and career that never took him far from home, a

handicap common to several of these first women
artists.

According to Minghetti (319ff.). Irene of Spilimbergo
(1540-1560). another well-born young woman with a

good educanon. was inspired to try painting after she

was shown a self-portrait by Sofonisba Anguissola.

She studied for two years with Titian and is supposed

to have made great strides, but she died at twenty.

Nothing by her is now known. Tintoretto's daughter.

Marietta Robusti (1560-1590). also belongs with this

group. Apart from her self-portrait in the Uffizi, none

of the works associated with her can be attributed to

her with certainty. For a good survey of the situa-

tion, see P. Rossi, lacupo Tintoretto, I Ritratti,

Venice, 1974, 138-39.

85.

See her biography for details, especially note 10.

86.

Malvasia. II, 386.

87.

For Oosterwyck. see her biography; for Capomazza.
see De Dominici. Ill, 91.

Lavinia Fontana. Fede Galizia. Artemisia Gen-

tileschi. Elisabetta Sirani. Giulia Lama, and Angelica

Kauffman are the exceptions to the rule. Two half-

length canvases of St. Joseph by Michael ina Wautiers

(Woutiers) in Vienna (Kunsthistorisches Museum)
hardly qualify her for inclusion in this select group,

nor do the genre works of Leyster. Gertruida van

Wassenbergh. and Marguerite Gerard.

89.

A Stigmatization of St. Francis by Lavinia Fontana

(1579, Villa Reverdin. Bologna; Galli. fig. 5. see Fon-

tana bibliography) is essentially a landscape with a

few small figures in the manner of Niccolo

dell'Abbate. It is one of her most appealing works.

The Dutch and Flemish women, whom we might

expect to produce a landscape occasionally, rarely

do. A few by Catherina van Knibbergen (active 1634-

ca. 1670) and Margaretha van Godewyck (1627-1677)

are known (see Bernt. 43 1 and 628). as well as a sea-
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seemed to be unable to do this the easy way by producing a son to inherit it, the education and

promotion of his talented daughters became his means of endowing the family name with

enduring fame. By the time his only son, Asdrubale, was born in 1551, Sofonisba's career was
already launched. She was to bring her father more fame than he ever anticipated and a steady

annual income of 800 lire a year after she moved to Spain.

Lavinia Fontana was professionally active before her marriage to a minor painter, G. B. Zappi

of Imola, who is said to have agreed to assist his wife's career after their marriage. 85 Since his

career never developed at all, he apparently did just that. His wife did not simply contribute

to the family income; she became its chief source. Elisabetta Sirani's father is said to have been

against his daughter's career but was persuaded to change his mind by the biographer Mal-

vasia. 86 When her father's gout later incapacitated him Elisabetta became the main support of

the family. Evidently both Rachel Ruysch's father and her artist husband encouraged her

career, which made her a rich woman (see cat. nos. 39, 40). Vigee-Lebrun supported not only

her own family after her father's death but also the gambling habit and mistresses of her

husband.

Other women were unable to continue their careers after they married. Although Caterina van

Hemessen, Louise Moillon (see cat. nos. 24-26), Catherine Duchemin, and Judith Leyster (see

cat. nos. 22, 23) were established, successful artists, they all painted far less or even stopped

completely after their marriages. The option of remaining single, which a number of famous
male artists chose (the great triumvirate of the High Renaissance— Leonardo, Raphael, and
Michelangelo— for example), was not so easy for women, although we do know a few who
managed it. including Giovanna Garzoni, Maria van Oosterwyck (see cat. nos. 28, 29), Giulia

Lama, and Marguerite Gerard (see cat. nos. 63, 64). Oosterwyck is specifically reported to have

refused offers of marriage in order to dedicate herself to her work and De Dominici tells a

similar story about Suor Luisa Capomazza of Naples. 87 But then, as now, women were expected

to marry, and with so few role models to suggest either that spinsterhood might be preferable

or that a career need not be sacrificed to domestic chores and motherhood, it is not surprising

that some of these pioneer women fell by the wayside. No social stigma has ever been attached

to women who abandon professional pursuits to become traditional wives and mothers. A
move that would be seen as failure for a man is for a woman an accepted course of action for

which society expresses only token regrets.

Fathers and husbands who stood to profit from the careers of their daughters and wives were

not likely to oppose them, but male artists cannot be expected to have welcomed additional

competition. There is little evidence of opposition, however, until the eighteenth century

when in Paris at least there were enough women artists to present an economic threat. By
and large, women did not attempt to compete with men for the more prestigious public

commissions. No woman except the legendary Onorata Rodiani painted frescoes in Italy

and very few women in any European country attempted large-scale historical or religious

compositions until the nineteenth century. 88 Their limited training confined most women to

the less valued specialties of portraiture and still life. With very few exceptions, women did

not even try landscape painting until the nineteenth century. It was evidently not possible for

women to go on sketching trips and long scenic journeys alone to collect the raw material

this new genre required. 89 Thus men not only controlled the most remunerative and most

esteemed public commissions as well as landscape, one of the three popular genres, but also

had an almost total monopoly over sculpture, architecture, and even printmaking before

1800.90

It is probably significant that the few recorded examples of male artists' resentment concern

women who made sculpture or religious works for public sites. Vasari reports that although

scape by Catherina Peelers (1615-1676). sister of

Bonaventura (Vienna. Liechtenstein Collection,

signed and dated 1657). Elizabeth Vigee-Lebrun
records making landscape sketches in Naples. Vienna,

and Switzerland and making landscape paintings

from them but none are known at present.
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everyone else in Bologna, citizens and artists, rejoiced in the talent of Properzia de' Rossi

and admired her sculpture, one artist named Amico (Aspertini) "out ofjealousy always

discouraged her and said nasty things about her to the Operaii [the men in charge of the

construction and decoration of San Petronio in Bologna] : and was so unpleasant that she

was finally paid a disgustingly low price for her work."91 Vasari may have exaggerated the

degree of her support if Amico "s criticisms had so much bad effect. A little later, at the

beginning of the seventeenth century, Fontana was awarded an important commission for an

altarpiece in San Paolo fuori le Mura in Rome, one of the seven basilicas that every pilgrim

hoped to visit. Giovanni Baglione, a painter as well as a biographer, did not approve of the

decision. "Even though there were many good painters, the best masters who were then

working were passed over and the work was given to Lavinia alone and she painted The

Stoning of St. Stephen Martyr with many figures and a glory above, shown with the skies

open; nevertheless it is true that because the figures are larger than lifesize, she became

confused and did not succeed as well as she thought; because there is a big difference between

an ordinary picture and machines of that size, which frighten every great intellect. She then

made portraits, for which her talent suited her. and she made them quite well."92 This

altarpiece burned in 1823, so we cannot judge to what extent Baglione "s criticism was

justified, but it is clear that it was motivated by professional jealousy and that his message is

that women should stick to small works and portraits. Finally there is the Venetian Giulia

Lama, whose drawings prove that she studied extensively from nude male models. According

to a sympathetic male witness, she was "persecuted by [other] painters."93 Her failure to

enjoy the kind of success that Rosalba Camera was then having in Venice must have been

due in part to the opposition she faced from other producers of altarpieces in a tight job

market. Camera had generated her own market by creating a new genre— the pastel

portrait— and thus was probably not considered a direct threat by local male artists. They

may even have welcomed her fame because she brought rich tourists to Venice who might

then buy other works of art. Apparently women artists were tolerated by their male con-

temporaries as long as there were very few of them and they remained at the fringes of the

profession.

The reactions of critics to the first women artists are more revealing than those of their families

and fellow artists about contemporary attitudes toward women's invasion of what had hitherto

been a male preserve. Though much of the earliest criticism is at first sight adulatory, many
comments contain the seeds of the standard critical responses to women's art seen up to the

present day. One characteristic reaction is amazement and astonishment that a woman can be

a competent painter; Diirer's comment on Susan Horenbout quoted earlier is a famous exam-

ple of this attitude. Another common attitude is the critical double standard— the work is

extraordinarily fine for a woman, but does not measure up to the work of men. Finally there is

the tendency to see in works by women a "feminine sensibility." although this reaction does

not appear until the eighteenth century.

The critical reactions to Sofonisba Anguissola are a special case. In the extensive sixteenth-

and seventeenth-century literature on her there are few specific comments about her qualities

as an artist. Biographers stress her noble origins, her good education and deportment, her

enormous success, the large sums of money and lavish presents given to her by the Duke of

Alba and the Spanish crown, and other biographical gossip. There is not one comment of the

"good for a woman" variety in any of these early biographies. The reason, I believe, is not

simply admiration for her work. Most of the writers had seen very little by her and her artistic

reputation was in fact largely secondhand. Vasari's list of works seen in Cremona in 1568 is

religiously repeated, along with the story of the drawing of the boy pinched by a crab, which

Michelangelo is said to have admired. None of the Italian biographers have any solid infor-

mation about her Spanish period, except for the more spectacular aspects of her private life

Sofonisba Anguissola
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and finances. The explanation is surely that as an artist of noble origins who worked for court

patrons who paid her very uell she was seen as elevating the status of the profession, a vital

concern of artists and their supporters in the sixteenth and seventeenth centuries. Even if her

invitation to Madrid was mostly inspired by her curiosity value as that new phenomenon, a

female painter, who in a sense could be classed with dwarfs, fools, and other court amusements,

her success made her a symbol too useful to be denigrated by pointing out her limitations as

an artist.

Thus the negative criticism of Anguissola is only implied and must be reconstructed, so to

speak, by comparing her biographies with those of her male contemporaries by the same
authors and by references to those authors' aesthetic values as stated elsewhere. Vasari, for

example, required far more of the male artists he promoted than the ability to paint lifelike

portraits. He expected artists not only to be able to draw from nature accurately but to be able

to select from nature according to an inner aesthetic and to be able to add invention, propor-

tion, imagination, and grace. Thus Vasari's praise of Anguissola's portraits as "so lifelike that

they lack only speech" does not mean that he ranked her high among cinquecento artists.

Indeed his use of the word "diligenza" is a warning signal, for above all he admired artists

whose work was not obviously the product of hard work but rather those whose technique was

effortless, who displayed "disinvoltura." and he normally paid little attention to portraits.94

He was far more concerned with large, ambitious compositions full of figures and formal

novelties. His references to Anguissola are also relatively brief compared with his discussions

of other living artists. To readers able to analyze his language. Vasari's praise of her is polite

but limited.

A century later Raffaele Soprani, the Genoese biographer, anticipated comments about

Anguissola's failure to produce religious and historical works with many figures. "From simple

portraits." he notes. "Sofonisba turned to the composition of 'cose storiate. e d'idea'. in which

she succeeded quite well, but because she continuously received commissions from people who
wanted to be painted by her." she had little time for such works. He cites the picture of her

sisters playing chess (fig. 5) as an example of those more ambitious "storied things."95 Malvasia

managed to make a negative critical comment about Anguissola. Fontana. and Galizia by

isolating them at the end of a list of male portraitists arranged in a descending order of quality.

The same sentence makes clear Malvasia's view that portraiture is a far less demanding art

form than history painting.96

Lavinia Fontana was patronized by royalty only once but she did work for many aristocrats,

including the duke of Mantua, and was invited to Rome by the pope. 97 Whether because she

did not achieve the spectacular success of Anguissola or because her prolific output of por-

traits, private religious works, and public altarpieces (see fig. 6) meant that she was a more

familiar figure as well as a more competitive one. Fontana's critics were not so kind. Thus

Mazzolari. after commenting favorably on her altarpiece in the Escorial. which he says was

especially popular with "ordinary people." continues in this vein: "The things of Lavinia are

valued in all Italy, and if it is true that they do not have the excellence and valor to be found

in such things by great men. because they are after all by a woman who has left the usual path

and all that which is suitable to their hands and fingers . . . they are with good reason much
praised."98 Malvasia has a similar comment about her altarpieces. "No less precious, as

coming from the hand of a woman, are those few altarpieces of hers to be seen in some of our

churches." he wrote, and another man. a patron of hers, told a friend that a picture of hers he

owned was "very diligent and as the work of a woman praiseworthy."99 Titi. the author of the

best eighteenth-century guidebook to Rome, is even blunter about the work of Suor Maria

Eufrasia Benedetti. who painted a Nativity in S. Giuseppe a Capo le Case. Rome. "There are

pictures in this church." he informs the reader, "to be considered not so much for their good-
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ness as to be admired because they were painted by

criticism runs through all these comments.

The double standard of

Perhaps the most open statement of prejudice toward the potential of women as artists made
in print before 1800 is G.B. Passeri's introduction to his life of Caterina de" Ginnasi, the only

woman he included in his set of artists' lives covering the mid-seventeenth century in Rome.' 01

We have noted earlier the custom of prefacing the biographies of women artists with some

reference to great women of the past in general and to the women artists described in Pliny in

particular, an opening that suggests the writer is sympathetic to women and believes some at

least to be capable of achievements comparable to those of men. Passeri's introduction by

contrast is openly misogynistic. "Women have never been lacking in intellect, and it is well

known that when they are instructed in some subject, they are capable of mastering what they

are taught. Nevertheless it is true that the Lord did not endow them properly with the faculty

ofjudgment, and this he did in order to keep them restrained within the boundaries of

obedience to men. to establish men as supreme and superior, so that with this lack, women
would be more docile, more amenable to suggestion." Not surprisingly, given such an attitude,

Passeri finds nothing positive to say about Caterina de' Ginnasi's work. Indeed, her biography

is the only one by Passeri containing not one critical judgment throughout. Passeri also

selected the evidence to suit his viewpoint. Ginnasi. a nun, was the niece of Cardinal Domenico
Ginnasi and a pupil of Giovanni Lanfranco. an artist patronized by the cardinal. Judging by

her few recorded works that survive she was not a good artist. 102 The biography that Passeri

should have written, of course, was that of Artemisia Gentileschi, who was born in Rome,
worked there for part of her career, and died within the period covered by Passeri's work. He
might also have considered a life of Giovanna Garzoni. Gentileschi, oddly enough, was

ignored by all seventeenth-century biographers except Baldinucci. who tacked a brief life on

to that of her father. 103 She was also omitted from De Dominici's lives of Neapolitan artists

written in the next century, presumably on the grounds that she was born, trained, and spent

much of her life elsewhere.

Fede Galizia

Still Life with Quince

Oil on panel

149/i 6 x 21 1
/, in. (37 x

Bergamo. Private Col

54 cm.)

lection

Women Still-Life Painters of the Seventeenth and Eighteenth Centuries

Although the origins of still life can be traced back to antiquity, it was to all intents and pur-

poses a new art form in the late sixteenth century. Women quickly discovered the suitability

of this genre to their social situation. Fede Galizia of Milan. Louise Moillon of Paris, and

Clara Peeters of Antwerp were all among the pioneers of the early seventeenth century who
helped to establish the formal and iconographical conventions of this new kind of painting.

Maria van Oosterwyck and Rachel Ruysch were among the finest flower painters active in

Holland during the late seventeenth and early eighteenth centuries, while Maria Sibylla

Merian's extraordinary studies of insects and plants have earned her an important place in

scientific history as well as in the history of botanical illustration. Finally, Anne Vallayer-

Coster (see cat. nos. 52-55) was an outstanding still-life artist in eighteenth-century Paris.

Versatile and productive, she produced a stream of sumptuously painted, richly colored, and

inventive paintings that illustrate the entire repertoire of the genre in her day. Being female

clearly was far less of a handicap to a still-life artist than to a figure painter. Thus it is not

surprising that some of the women who chose this specialty had distinguished careers and

were more easily regarded as the equal of their male peers than women portraitists and history

painters, but since the genre itself was held in low esteem by art theorists and the academies,

a successful still-life painter could not expect to have the reputation accorded an artist

successful with those reputedly higher forms.

Only Caravaggio's Basket of Fruit (Milan. Ambrosiana) predates the still lives of Fede Galizia

as an example of pure still-life painting in Italy. All earlier examples by Italian artists include

figures inspired by the market scenes of Flemish painters like Aertsen and Beukelaer. Galizia

Clara Peeters

Still Life with Fish. 1611

Oil on panel

17n/, 6 x285/,6in.(50*72cm.)

Madrid. Museo del Prado

100.

Titi (see note 90). 341. De Dominici (in, 93) makes
a similar remark about Suor Luisa Capomazza: '"in

drawing, to say the truth. Suor Luisa is not perfect;

but as a woman she is praised by us."

101.

G. B Passeri. Vile de' pillori, scullori ed archiielii

che hanno lavorato in Rome, morti dal 1614 fino at

1673, Rome. 1772 (edition cited: J. Hess, ed., Vienna.
1934, 257).

102.

Erich Schleier informs me that the Last Supper
lunette by Ginnasi from S. Lucia dei Ginnasi is nou
in the Ginnasi family chapel in Palazzo Ginnasi.
Rome. It is a weak copy alter Lanfranco's painting of
this subject now in Dublin and formerly in San Paolo
fuori le Mura. Rome.

103.

Baldinucci. \. 25 Iff. He introduces her as "valente

pittrice quanto mai altra femina" (as good a painter

as any woman)!

32



signed and dated only one of her still-life studies of fruit, however, so that her contribution in

this area has only recently been recognized (see fig. 7). She seems also to have worked in

isolation, for the fashionable still life in Italy was generally large and elaborate, as if to com-
pensate for its theoretical inferiority. The sophisticated simplicity and restraint of Galizia's

still lives appeal far more to us than to her contemporaries. Significantly they are not men-
tioned by any of the seventeenth-century writers who praised her artistic accomplishments.

Clara Peeters' contribution to the early development of still life is easier to study than Galizia's

because, like many Dutch and Flemish artists, she signed and often dated many of her works.

Among the works originally selected to demonstrate her style and achievement in this exhi-

bition but too fragile to make the journey were two of her four panels of 161 1 in the Museo
del Prado, Madrid. The comparatively large size and exceptional quality of this group suggest

that it was originally commissioned by an important patron, but there is no evidence at present

that either the Spanish court or their representatives in the Spanish Netherlands, Archduke
Albert and Archduchess Isabella Clara Eugenia, commissioned it or anything else from

Peeters. 104 The panels are among the masterpieces of early seventeenth-century still life, all

the more remarkable for having been painted by an artist only seventeen years old.

Each of the four has a different theme. The fish piece illustrated here (fig. 8) is complemented

by a game piece (no. 1619); the table set with flowers, dried fruit, nuts, biscuits, and wine (fig.

9) is paired by a meal of meat pie, bread, green olives, and boiled partridges (no. 1622). The
choice of objects suggests several of the types of still life that were to become popular— the

breakfast piece, the fish piece, and the game piece. Her picture of a dead duck, woodcock,

partridge, thrushes, and small birds on a spit all guarded by a falcon is the first dated exam-

ple of the last, unless one counts Jacopo da Barbari's exceptional panel in Munich of 1504.

The genre was to become immensely popular in Flanders in the hands of artists like Snyders

and Jan Fyt. Peeters' study of gleaming fish backed by a copper strainer looks forward all the

way to Chardin's celebrations of the beauty of ordinary objects in the eighteenth century.

Each of her Prado still lives is a technical tour de force. Her sense of form is secure, her draw-

ing precisely accurate as it defines contours and subtle as it suggests graduated light effects on

undulating smooth surfaces. Unlike her own earliest attempts at still life and unlike some other

early efforts by her contemporaries, all her objects sit comfortably on the surface, even if it is

a little crowded. Peeters made more use of overlap and balanced asymmetries than Osias

Beert and selected objects with a greater variety of scale than he did. She also used a lower

viewpoint than Beert, Nicholaes Gill is, or Floris van Dijck. perhaps initiating the trend away

from the bird's-eye panorama of the first still lives to the lowered viewpoint and diminished

table surface favored by the next generation. All early still lives feature objects set on the edge

of the table or even projecting beyond it. inviting the viewer to test the illusion of reality. This

illusion is hard for us to appreciate, so used are we to the marvels of photography, but to

Peeters' contemporaries such creations must have seemed almost miraculous. She trails the

leaves of a peony, a pastry, the edge of a pewter dish, and a shrimp's whiskers near our

fingers, provoking our sense of touch and admiration simultaneously.

Clara Peeters' masterpiece is an austerely elegant still life of 1612 in Karlsruhe (fig. 10). 105 In

marked contrast to her own earlier work and that of her contemporaries, the elements of the

composition are extremely simple— two gilded goblets and a cream stoneware vase contain-

ing a few flowers. At their base she has laid a tulip, some coins, a golden chain in a pale gray

porcelain dish, and four shells. The low viewpoint silhouettes the three vertical objects against

the dark background. The central position of the nearest goblet serves to emphasize the many
slight asymmetries that enliven the composition by providing a formal counterpoint that

works in depth as well as on the surface.
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The tallest object, the goblet on the right, set farthest from us and off center, creates one delib-

erate and obvious asymmetry. The two goblets furthermore do not frame the vase of flowers,

a second obvious asymmetry. Although the flowers reach almost to the level of the lance borne

by the figurine on top of the central goblet, it is the solid shape of the container that catches the

eye, which views it in relation to the two goblets as a series of three forms rising in height pro-

gressively from left to right. This rising line is echoed by shadows below and by the position

of the shells in the right foreground. There are other formal contrasts to appreciate— the

fragile, linear forms of the flowers in the solid vase, the play of concave and convex shapes of

the various containers, the contrast of ceramic and metallic surfaces, and the color scheme

of golden neutrals relieved by only a few accents of bright color in the flowers and shells. The

shells and the living plants are miracles of nature, the creative skill of God set beside that of

man. A composition that appeals at first for its simplicity turns out to contain a highly

sophisticated play of formal and even iconographical relationships.

Only in flower paintings with vertical formats can such a low viewpoint be found in still lives

of this early date: such flower paintings moreover all feature one vase centered on a ledge or

in a niche. Peeters has adapted the format to a still life which has a content clearly inspired by

the sixteenth-century Wunderkammer, even if the vase of flowers hints at the source of her

composition. The Wunderkammer (literally a "room of wonders") was a collection of objects

which were seen as marvels of nature and of man. Peeters has transposed to a painting some

typical exhibits— the shells, the goblets, the chain— thus adding her skill in representing

them to the craftsmanship already required for their creation. The result is a kind of miniature

Wunderkammer. which not incidentally must have been a lot cheaper than a real collection

of these items. The chief marvel, however, is the artist's own self-portrait, reflected at least

seven times in the bulging forms of the goblet on the right.

She had already included her self-portrait in her dessert piece in the Prado (fig. 9), faintly on

the central goblet and in multiple form on the pewter pitcher in the right background. It reap-

pears on a similar pitcher in her still life in the Ashmolean, Oxford. These are not the first

artist's self-portraits in reflections. The famous predecessor is Jan van Eyck, who painted him-

self in the mirror behind the Arnolfinis. witnessing their marriage in 1434 (London, National

Gallery), but that picture was then in Spain and presumably unknown to her. 106 Perhaps the

idea was suggested to her by Parmigianino's Self-Portrait in a Convex Mirror (ca. 1523-24,

Vienna. Kunsthistorisches Museum). She cannot have known the original but she could have

read Vasari's careful description of it.
10 " We have already commented on how frequently

some of the first women artists painted themselves, evidence of their awareness of their excep-

tional character and of their contemporaries' interest in them as a new phenomenon. Peeters'

self-portraits, like those of Anguissola. were an ingenious form of self-promotion, though

they do not seem to have brought her the success she deserved. However, two of her successors

— Maria van Oosterwyck and Rachel Ruysch — also "signed" their pictures in this way so

perhaps they had heard of her skills, even though she was ignored by all Northern artists'

biographers. 108

Seventeenth-century France produced a number of women still-life painters, four of whom
were elected to membership in the Academie Royale. However, the best of them, Louise

Moillon, was not so honored, presumably because her main period of activity, 1629-1641,

preceded the founding of the Academy in 1648. The first woman'to be admitted was Catherine

Duchemin ( 1630-1698). who submitted a Basket of Flowers on a Table in 1663. Her admis-

sion was the occasion of a statement by Louis xiv. who declared his desire "to extend his sup-

port to all those who are excellent in the arts of Painting and Sculpture and to include all

worthy ofjudgement without regard to the difference of sex." 109 According to one contem-

porary source, Duchemin gave up painting after her marriage. 110 This would mean that she
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was no longer active as an artist when she was admitted for she married the sculptor Francois

Girardon in 1657. Certainly she cannot have been very productive because nothing by her is

now known, except perhaps a vase of flowers in a portrait of her by Sebastian Bourdon. 111

Genevieve and Madeleine de Boulogne, who came from a large family of artists, seem to have

been more active. Both were admitted to the Academy on December 7, 1669. not only because

of the quality of their work but "pour encore donner de I'emulation a toutes celles qui

s"adonnent a cet art." 112 Nothing by Genevieve ( 1645-1708) is known today but several

pictures by Madeleine ( 1646-1710) are preserved at Versailles. Among these are four decora-

tive overdoors with armor and military trophies in elaborate compositions. Other works

recorded in inventories depicted books, musical instruments, flowers, fruit, and a bust of Louis

xrv surrounded with symbols of painting. 113 She would appear therefore to have been a ver-

satile still-life artist and a possible source of inspiration for Anne Vallayer-Coster in the next

century.

No paintings by Catherine Perrot, who was admitted to the Academy in 1682, are now known
but she wrote and illustrated two books, both dedicated to aristocratic patrons, with instruc-

tions for painting flowers and birds in miniature. 114 In addition to these Academicians, we
know that Charlotte Vignon (b. 1639), the tenth of twenty-four children born to the painter

Claude Vignon, was active as a still-life painter in 1677. One work signed by her has been

traced in an English private collection. 1 ls She was not admitted to the Academy, nor was

Marie Blancour, an artist known only from an attractive signed picture of summer flowers in

a terra-cotta vase recently given to the National Gallery, London. 116 Moillon and Madeleine

de Boulogne were both serious artists; about the others we really know too little to judge their

status. At present they are important mainly as an indication of the growth of interest among
French women in artistic careers in the seventeenth century. Some twenty-eight women are

recorded as active artists, a substantial jump from the three recorded for the previous century.

Their numbers were to grow even more rapidly in the next century when France became

the dominant country in the history of women artists.

In seventeenth-century Holland and Flanders, where still life was a more popular and respected

genre than in France, a number of women specialized in it and one, Rachel Ruysch, became

an international celebrity. These women are better represented in the exhibition than their

French contemporaries, mainly because more signed works by them have been identified, but

in most cases we are dealing with artists for whom only a handful of works survive; in some

cases we have only one picture. Thus while historians have an impressive list of names to

recite— Margaretha de Heer (see cat. no. 27), Margareta Haverman (fig. 1 1 ), Anna Jannsens,

Judith Leyster (fig. 12), Maria Sibylla Merian, Jacoba Maria van Nikkelen (fig. 13), Maria

van Oosterwyck, Clara Peeters, Helena Rouers, Anna Elizabeth and Rachel Ruysch, Maria

Teresa Thielen. Eltje de Vlieger, Maria Weris, Alida Withoos. Michaelina Wautiers. and

Caterina Ykens— very few of them will repay further research. 117 The sheer increase in

numbers, as in France, is nevertheless significant, and can also be documented in Germany.

In Holland we hear too of several women training with artists who were not their fathers—
Haverman with Jan van Huysum, Rachel Ruysch and perhaps Margaretha de Heer with Willem

van Aelst. Maria van Oosterwyck perhaps with Jan Davidsz. de Heem— an important break

from the limiting tradition of family training for women. Painting was, however, an exceed-

ingly competitive profession in seventeenth-century Holland and cases of outstanding male

artists supplementing their incomes by taking second jobs are not uncommon. We can guess

from the scant remaining visual and archival evidence that most of the Dutch women painters

had trouble establishing themselves. Only Rachel Ruysch and Maria van Oosterwyck seem to

have had a steady and prestigious clientele for their exquisitely finished flower paintings. 118

12.

Judith Leyster

Still Life with Tankard, Basket of Fruit, and

Roemer, ca. 1640

Oil on canvas

26% x24% in. (67.9 x 61.9 cm.)

London, Brod Gallery

ill.

Ibid., and note 208 with further references. Two
signed flower paintings by Duchemin were in the

Sandor Sale. Vienna. May 2-10. 1918. lots 1151 and.

1 152. A garland of flowers surrounded an image of

the Coronation of the Virgin in the first and a

grisaille family scene in the second.

112.

Ibid., i, 68.

113.

Ibid., 68-69. and II, pis. 185-88

114.

Ibid., t. 69.

115.

Ibid.. I. 69-70, and ll, pi. 72.

116.

No. 6358. oil on canvas. 25 < 4 x 20' 1 in., signed

along lower edge. "Marie Blancour." It was

bequeathed to the gallery by Captain E. G. Spencer

Churchill in 1964; its previous history is not known.

117.

For further information on the women not repre-

sented in the exhibition, see Paviere. s.v.. and

Mitchell. A flower piece attributed to van Nikkelen

in old inventories belongs to the Akademie der

bildenden Kunste. Vienna (no. 895); a flower piece

by Rouers dated 1663 is in the Museum of Fine Arts.

Copenhagen; a splendid garland of flowers dated

1652 by Wautiers is reproduced in Bernt, no. 1374;

finally a flower piece by Caterina Ykens in a private

collection was in the exhibition Le siecle de Rubens,

Musees Royaux des Beaux-Arts de Belgique, Brussels,

1965. no. 307.

118.

Spain's only seventeenth-century female painter

should at least be mentioned here, namely Josefa

D'Obidos (ca. 1630-1684). for she is at her best as a

still-life painter (see the monograph on her by Luis

Reis-Santos, Lisbon, ca. 1955; one work is repr. by

Mitchell, no. 267). Though born in Seville, she spent

most of her life in Portugal. Her work is uneven and

some of it is undeniably provincial.
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Women Artists and the Academies in the Eighteenth Century

These admissions [ofwomen to the Academic Royale] .foreign in some way to its constitu-

tion, must not be allowed to become too numerous.
— Statement from a debate at the Academic Royale, Paris, in 1 770

The attitude of artists' academies to women members in the eighteenth century and before

was contradictory. On the one hand, a few women were elected members by most of these

institutions. On the other hand, election did not mean admission to all the privileges enjoyed

by male members. Some would not allow women to attend meetings, others did. None
allowed them to attend draw ing classes or to teach, to compete for prizes or to hold office.

Their election was essentially honorific, like the award of an honorary degree. While allow-

ing that some women did achieve a praiseworthy level of artistic accomplishment, despite the

disadvantages faced by them, above all the limitations on their training, the academies con-

tinued to exclude women from nearly all of their educational facilities and from any responsi-

ble role in their administration. This arrangement was accepted with only a minimum of

protest by men and women alike until the late eighteenth century.

The Academie Roy ale in Paris began, as we have seen, with a most liberal statement of inten-

tions from Louis \iv himself, who declared that the Academy should be open to all gifted

artists regardless of their gender. The election of Genevieve and Madeleine de Boulogne in

1669 inspired the hope that this event would encourage other women to emulate their good

example. By 1682 seven women had been admitted. I1H
It was almost forty years before

another woman was so honored, however, and in the interim the Academy reversed its origi-

nal policy and in 1706 declared that no more women could be admitted. The move may
reflect the increasing conservatism of the aging Louis \iv. or perhaps a feeling among male

members that the presence of so many women, several of them essentially amateurs, lowered

the prestige of the institution. 120 Another incident in 1711 indicates the conservative attitude

prevalent among Academicians at this time. A friend of the artist Sophie Cheron had prepared

a funeral oration in her honor and asked to be allowed to read it at a meeting of the Academy.
He was informed that this custom did not then exist for male members and could not therefore

be initiated with a speech in honor of a woman.' 21

Despite the rule of 1706. a few women were elected Academicians by the Paris Academy in

the eighteenth century. The first of these was a foreigner. Rosalba Carriera. who became a

member during her triumphal visit to Paris in 1720. Two years later another foreigner, the

Dutch flower painter Margareta Haverman ( 1693 - after 1750). was elected, but a year later

the Academy decided that her morceau de reception had been painted by her teacher. Jan van

Huysum, and she was expelled. The affair is odd because Haverman's few known signed works

(e.g.. fig. 11) show that by 1716 she had mastered Huysums exquisitely detailed manner and

certainly did not need to substitute one of his works for hers. He was. moreover, an exceedingly

jealous and suspicious man who had no other students because he feared that they might steal

his secrets, and so would certainly not have cooperated in such a fraud. It is at least possible

that the French Academicians were excessively suspicious of Haverman's talents and expelled

her unjustly. 122 With Carriera back in Venice, the Academy thus remained a male enclave

until Marie Therese Reboul ( 1729-1805). a miniature painter and the wife of Joseph Marie

Vien. was made an Academician in 1757. She was the first French woman so honored in

seventy-five years. Her election was certainly due in part to her personal association with a

successful male member of the Academy. 123 Jacoba Maria van Nikkelen

Flower Piece, ca. 1730

The next election of a woman occurred a decade later; once more the candidate was a foreigner. Oil on panel

Anna Dorothea Lisiewska-Therbusch of Berlin (see cat. no. 45). In 1770 two more women 195
/ib x 14 9

/i6 in. (49 x 37 cm.)

were admitted. Anne Vallayer-Coster and the pastel portraitist Marie Suzanne Giroust (1734- Vienna. Akademie der bildenden Kiinste

119.

Fidiere. 10-19. Fidiere's book is a useful compilation

but American scholars who have trouble obtaining a

copy can find all of the information scattered in other

nineteenth-century publications of the Academy's
archives.

120.

A. de Montaiglon. Proces-Verbaux de I'Academie
Royale de Peinture el de Sculpture. 1648-1783. Paris.

1875-92. i\. 33-34. It is stated that the motion was
passed at a time when several more young women
had just applied to become Academicians.

121.

The "Eloge funebre de Madame le Hay (Elizabeth

Sophie Cheron)'' by M Fermel'huis. first published

in 1712. was reprinted by A. de Montaiglon in

Archives de I'art francais, 2nd series, i. 1861. 370f.

Cheron's Self-Portrail i Paris. Louvre, no. 3239) is

her only painting known today.

122.

Tile earliest reference to Haverman's expulsion

occurs in somewhat confused terms in J. de Gool,

De nieuwe schouburg der Xederlanische kunsischil-

ders en schilderessen .... 2 vols.. The Hague. 1750-

51. ii. 33. Her admission but not her expulsion is

recorded in Montaiglon. Proces-Verbaux. IV, 328. In

addition to her painting in the Metropolitan Museum.
New York, signed and dated 1716. there is a signed

work in Copenhagen (Gammelbo. no. 180. repr.).

123.

For Diderot's comments on Mme. Vien's work, see

Diderot. II, 129. and in. 173. Two miniatures by her

now in the Musee Fabre. Montpellier. are repr.

(Ill, figs. 33 and 34).
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1772). the wife of Alexandre Roslin, a member since 1753. This sudden jump in the female

membership to four, when the rules in theory forbade the election of any women, demanded
some reconsideration of the statutes. The matter was settled by establishing a limit of four

women members. 124 In fact no more women were elected until after the deaths of both

Giroust-Roslin and Lisiewska-Therbusch. Only in 1783 were Elizabeth Vigee-Lebrun and

Adelaide Labille-Guiard (see fig. 14 and cat. no. 56) made Academicians. They were to be the

last women so honored for a very long time.

Membership in the Paris Academy gave women only two advantages over their less fortunate

female colleagues— some prestige and permission to exhibit in the Salons. 125 When women
were admitted to the Academy, they were always made full members immediately by being

granted the status of agree and Academician simultaneously. While this move regularly was

and still is interpreted as a compliment to the superior gifts of the few women granted this

honor, in fact it was an arrangement necessitated by the exclusion of women from the

Academy's classes of instruction. No woman could really be a proper agree (apprentice

Academician) because no woman could attend the life drawing classes and prepare history

paintings and proceed thereby to a normal career. During and after the Revolution, the tra-

ditional structure of the Academy gradually dissolved, to be revived as the Institut de France

with the educational functions taken on by the Ecole des Beaux-Arts. In 1791 Labille-Guiard

not only proposed a motion to the Academy that eliminated the limitation on women mem-
bers to four, making "a well-argued discourse proving that an indeterminate number of women
members was the only admissible number," 12ti she also proposed a second motion. Given

that women could not teach or hold office, she proposed that in the future they be admitted

only as "conseilleurs," an honorary rank to which only the privilege of exhibiting in the Salons

was attached. This motion also passed. Thus Labille-Guiard opened up the valuable forum

of the Salons to women but at the same time removed them altogether from the ranks of

Academicians. Undoubtedly the chance to exhibit in the Salons was of far greater practical

value to the majority of aspiring women artists than the chance to dream of becoming an

incomplete kind of Academician, but the loss of that rank in effect made official the view that

women could not become great artists, while the old system, even if somewhat hypocritical,

did tend to create the useful impression that a few immensely gifted women might be ranked

with the most important male artists of their day.

14.

Adelaide Labille-Guiard

Portrait of the Due de Bauffremont, 1791

Oil on canvas

883
/16 x 57 7

/h in. (224 x 147 cm.)

Musee National du Chateau de Versailles

There was one alternative institution in Paris that trained artists, licensed them as competent,

and held occasional exhibitions, although it was far less prestigious than the Academie Royale.

namely the Academie de Saint-Luc. 127 Its origins go back to the medieval painters' and sculp-

tors' guilds of Paris and its members included simple frame makers, gilders and varnishers. fan

and sign painters as well as a few serious artists of real ability who also joined the Academie

Royale. The rules of the Academie de Saint-Luc make it clear that women apprentices and

husband-wife partnerships were common. One statute waived the five-year apprenticeship for

wives and daughters of masters. Another gave the admission fee for women not related to a

master. Another said that women could not be admitted until they reached the age of eighteen,

unless they were the daughters of masters. Between 1617. when rel iable records of members

began, and 1777. when the Academie de Saint-Luc was abolished by royal decree, some 4500

people were registered as masters. About one hundred thirty women are named, that is, roughly

three percent of the membership, all of them admitted in the eighteenth century. Most of them

were portraitists, working in oils, pastels, and in miniature. One was a sculptor. 128 Another.

Mme. Moreau, admitted by 1776, was a "peintre en cheveux" (hair painter!). According to

Le Brun's Almanac of that year "she has made several bracelets in this way for the Court.

Vvhich have brought her much esteem." 129
If most of the artists, male and female, who belonged

to this rival of the Academie Royale were rather modest craftsmen, the opportunities that this

institution gave to women were nevertheless important. Vigee-Lebrun and Labille-Guiard

124.

Montaiglon. Proces-Verbaux. VIII, 53. •L'Academie

ayant considere que. quoiqu'Elle se fasse un plaisir

d'encourager le talent dans les femmes en admettant

quelques-unes dans son Corps, neanmoins ces

admissions, etrangeres en quelque facon a sa consti-

tution, ne doivent pas etre trop multipliees." (The

Academy having considered that while it is pleased to

encourage talent among women by admitting a few

to membership, these admissions, nevertheless, for-

eign in some way to its constitution, must not become
too numerous.) A limit of four is then stated, "si ce

n'est cependant au cas ou des talents extraordinaire-

ment distingues engageroient I'Academie a desirer

d'une voix unanime. de les couronner par une dis-

tinction particuliere" (unless there is a case of some
extraordinarily distinguished talents that inspire the

Academy to desire with a unanimous vote to crown
them with a particular distinction!. On the other

hand, the Academy declares itself under no obliga-

tion to have four women members at all times.

125.

This was true despite the repetition of the formula

about receiving all privileges and obligations when

the women were admitted (see. for example, the

texts for the admission of Vallayer-Coster and

Giroust-Roslin. Montaiglon. Proces-Verbaux, vm,

48 and 51).

126.

Memoires el Journal cte J.-G. Wille, ed. G. Duplessis.

Pans. 1X57. n. 268.

127.

Jules Guiffrey. "Histoire de I'Academie de Saint-

Luc." Archives de Van francais, nouvelle periode.

i\. 1925. 2511. irulesland 161ff. (lists of members).

128.

Mane Rose Daguet Lechartier (ibid.. 350). recorded

as a widow in 1780. Though these lists always give

the profession of every male artist, the women are

often listed without this information.

129.

Ibid.. 399.
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both exhibited with the Academie de Saint-Luc and made a name for themselves there before

seeking membership in the Academie Royale. and several other able women took advantage

of the occasional exhibitions at the Academie de Saint-Luc and managed moderately successful

careers without the help of the Academie Royale. 130 In 1777. however, these opportunities

vanished and the defenders of the Academie Royale managed to prevent other alternative

exhibitions from being organized on a regular basis. Women had to wait until the end of the

century for regular access to public exhibition space when the Academie Royale finally

became, in this one respect, a more democratic institution.

If the Paris Academy in effect supported a discriminatory policy toward women throughout

much of its existence, it was far more liberal than the English Royal Academy, founded in

1768 by Sir Joshua Reynolds. Its first two women Academicians, Angelica Kauffman and Mary
Moser (1744-1819), remained the only women of that rank until this century, when Dame
Laura Knight became the third. 131 Provincial French academies could, on the other hand, be far

more egalitarian than the Paris Academy. The Academie Royale de Toulouse, for example, had

one hundred eleven women students registered between 1751 and 1791; ten women masters

exhibited in the Salons of that Academy in the same period, though not all of them were local

artists. 132 One of the most active women there was the Marquise de Gauret. who showed genre

compositions, portraits, history subjects, landscapes, and flower paintings. 133 The large num-
ber of provincial women students does not necessarily mean that all of them were bent on

becoming professional artists. From the types of works that they submitted as examples

of their skill, it seems clear that we are dealing with amateurs learning to draw as part of an

upper-class education. The presence of a number of titled women suggests the same conclu-

sion. The tradition of the lady amateur was well established in France by the late eighteenth

century, as it was in England. 134 They soon became a stereotype so prevalent that it became

hard for any woman to establish herself as a serious artist. No longer a phenomenal rarity.

the woman artist was now in constant danger of being dismissed as a dilettante.

Women Pastel Artists of the Eighteenth Century

Several outstanding women artists of the eighteenth century worked primarily in pastel, a

medium that is notoriously fragile because the soft chalks are so easily dislodged from the

paper surface. No responsible owner will lend pastels to an exhibition; thus these artists could

not be represented here and must be discussed in the introduction instead.

Rosalba Carriera

Self-Portrait Holding Portrait of Her Sister,

1715

Pastel on paper

Florence. Galleria degli Uffizi

The use of colored chalks other than the standard black, red. and white was a French invention

of the late fifteenth century. 135 They turn up occasionally in portrait head studies by Robert

Nantueil and others in the sixteenth century, and were employed extensively and elaborately

by Joseph Vivien ( 1657-1734). who was admitted to the Academie Royale in 1701 as a "peintre

en pastel." Pastels are also used from time to time in Italian drawings of the sixteenth and

seventeenth centuries, for example in the work of Frederico Barocci. Pier Francesco Mola.

and Guglielmo Cortese. It was not. however, until Rosalba Carriera adopted them for her

portraits and introduced her new technique, much sketchier and more impressionistic than

that of Vivien, that the immense possibilities of pastels began to be generally appreciated in

France. She herself did not immediately master the special qualities of these soft chalks.

Her Self-Portrait of 1715 (fig. 15). while an appealingly straightforward portrayal of a plain

woman, is technically still an imitation of an oil painting with only a few passages exploiting

the unique possibilities of these opaque sticks of color, which can be built up in layers, rubbed

into each other with the thumb, and applied with great freedom and with great delicacy and

finesse. Only in the application of the lace over the darker skin tones and in a few passages of

drapery can Camera's natural gifts as a painter be seen, as they always are in her sparkling

miniatures.

130.

Ibid.. 192 (Anne Rosalie Bocquet. later Filleul); 309

(Marie Jacobe van Merle Godefroy); 403 (Mile.

Navarre): 408 [Mile. Ozanne); and 448-49 (Mile, de
Saint-Martin). Filleul's Portrait of the Children of the

Comte d' Artois (Versailles, Musee National) was
exhibited at Castres (1973. no. 7). A pastel portrait of

a woman by Mile. Navarre was exhibited recently in

Paris (1975, no. 6. Collection Cailleux. Paris).

131.

Elizabeth Butler was almost elected in 1879 but the

Academy then decided that, despite the precedent set

by Kauffman and Moser. the rules formally excluded
women members. The first woman to loosen the rules

was Annie Louisa Swynnerton. who became an Asso-
ciate Member (ARA) in 1922. an honor awarded four

other women in addition to Knight by 1968. Even
Dame Laura, an Academician since 1936. was only

allowed to attend the annual members' banquet for

the first time in 1467 (see Hutchison, 138. 176. 194).

A flower painting by Moser in the Royal Collection is

repr. by Mitchell (185. fig. 257). There are also works

by her in the collection of the Royal Academy. Lon-

don; the Victoria and Albert Museum; the British

Museum; and the Fitzwilliam Museum. Cambridge
(Broughton Bequest).

132.

R. Mesuret. Les expositions de /' Academie Royale

de Toulouse de 1751 a 1791 , Toulouse. 1972. passim.

133.

Ibid.. 582.

134.

Ibid.. 257f. In this section of the Salon catalog of

1774. the works by women artists are grouped

together. They consist mainly of drawings, copies,

and miniatures. For some leads on English women
amateurs of high and humble origins, see E. W.
Manwaring. Italian Landscape in Eighteenth-Cen-

tury England, New York. 1925. 86-91.

16.

Rosalba Carriera

Portrait of Conte Daniele Antonio Bertoli,

1730

Pastel on paper

24'/2 x 195/16 in. (62 x49cm.)
Flambruzzo (Udine). Collection Duchessa

Giuliana Badaglio Rota

Photo Alinari

38



By 1730, when Carriera made the portrait of Conte Daniele Antonio Bertoli (fig. 16) and by

the 1740s, when she drew Charles Sackville, 2nd Duke of Dorset (fig. 17), she had perfected

and polished her technique to a spectacular level. In these two beautifully preserved exam-

ples, we can appreciate her artistic achievement to the full. The image of the Italian count

seems to float above the darker layers of background color and a foundation of supporting

drapery. Her "dry-brush" technique— an effect created by dragging the flat side of a chalk

lightly over a contrasting tone of color— is used here to spectacular effect for the lace jabot

of Conte Daniele. The result is a brilliant illusion heightened with a few final dark strokes

hinting at the pattern in the lace. The finish of his white wig is equally fine. The confidence

with which a lace border is laid along the edge of Lord Sackville's hat and the brocade

pattern of his beautifully shaded silk jacket sketched is no less impressive. Carriera's ability

to preserve a strong sense of character and personality even while flattering her subjects is

also well illustrated by all three works. ''">

Yet even more than Carriera, it was Maurice Quentin de la Tour who developed the pastel

portrait in eighteenth-century France. His pastels do not merely rival oils but even seem to

surpass them for all kinds of illusionist ic and painterly effects. 137 He did not confine his com-
positions to busts and half-lengths, as Carriera did, but on occasion made very large pastels

with three-quarter and full-length compositions, posing his sitters with striking originality and
forcefulness. A far more vivid portraitist than Carriera, he was immensely successful, so much
so that his only real rival, J. B. Perronneau, had to spend much of his career outside France

in order to make a living.

Unlike la Tour, Carriera produced no outstanding women students. She had neither assistants,

apart from her sister, nor pupils, apart from Felicita Sartori, who became a miniaturist. How-
ever, her famous example may have inspired Marie Catherine Silvestre (nee Herault, 1680-

1743), who was born in Paris, to try her hand at pastel portraits, though the results are only

competent. 138 Far more impressive are the two known pastel portraits by Theresa Concordia

Mengs ( 1725-1808), the sister of Anton Raphael, whose rigorous childhood training she partly

shared. 139 Her portrait of her sister Julia and her self-portrait (figs. 18 and 19) are outstanding

examples of eighteenth-century pastel portraiture, with all the immediacy and informal real-

ism associated with the best examples of the genre. Carriera cannot be credited with more

than distant influence as a female role model. The careful, highly finished technique of Theresa

Mengs belongs to the disciplined, incipient Neoclassical school of her brother, Anton Raphael,

who was himself a superb portraitist.

Rosalba Carriera

Portrait of Charles Sackville, 2nd Duke of
Dorset , ca. 1740

Pastel on paper

Knole, Sevenoaks, Kent. Collection

Lord Sackville

Quentin de la Tour was an irascible, difficult character whose strange habits led to many
amusing anecdotes about his eccentric behavior. He hardly sounds like the kind of artist who
would have pupils, let alone be an effective teacher, yet the two finest women pastelists of the

late eighteenth century were partially trained by him. The first of these was Marie Suzanne

Giroust, better known as Madame Roslin (she married the Swedish portrait painter Alexandre

Roslin in 1759, after he had settled in Paris). 140 She did not live long enough to fulfill the

promise of her first public success at the Salon of 1771, for she died a year later of breast cancer

at the age of thirty-eight. Her dated works cover only a five-year period, 1766 to 1771. Her

career can hardly have been helped by six pregnancies, her last child being born only five

months before her death. Barely a dozen pastels by her are known.

The identified subjects of many of her portraits are family friends and members of her own
family. Her portrait of her daughter (fig. 20) is an idealized image of a beautiful child. She is

shown holding her pet dog in one arm and a basket of fruit on the other, her hair piled up in a

fancy, powdered style, as elegantly costumed and as frivolously occupied as any young aristo-

crat's daughter. 141 Giroust-Roslin's masterpiece is her portrait of the sculptor, Jean Baptiste

135.

A good brief history of the use of pastel chalks in

France before Carriera's arrival in Paris is given by

Maurice Serullaz in his preface to Genevieve

Monnier's Pastels XVlie el XVIlie siecles, Musee
National du Louvre. Cabinet des Dessins, Inventaire

des Collections Publiques Francaises 18. Paris. 1972.

136.

For the dating of these two pastels in the 1740s, see

Gatto. 186 (Carriera bibliography).

137.

Louis Vigee. Elizabeth Vigee-Lebrun's father, was

far more obviously influenced by Carriera's work
than la Tour (see Monnier, Pastels, nos. 106-8).

138.

B. Molajoli. Notizie su Capodimonte: Catalogo delle

Gallerie e del Museo, Naples. I960. 82 (ten pastel

portraits of the Polish Royal family, ca. 1740).

139.

She was in Rome by 1741. There she met her hus-

band. Anton von Maron, whom she married in 1765.

According to P. F. Schmidt (in Thieme-Becker.

\\i\. 393). there are works by her in the collection

of the University of Wurzburg. A good oil portrait

of Bernardo Cavaceppi attributed to her is in the

Galleria dell'Accademia di San Luca. Rome (no. 40).

She and her husband became members in 1765. In

addition to the two pastels in Dresden illustrated

here (nos. P 178 and P 179). that museum owns two

miniature copies by her after Correggio's Giorno and

Notte (nos. M63 and M64).

140.

For more information, see Gunnar W. Lundberg's

entry on Giroust-Roslin in Thieme-Becker (\\i\.

29) and his monograph on her husband (.Roslin

Liv och Werk, Malmo, 1957. I. 79, 80, 102, 125f.,

140f., and 305). Dr. Lundberg responded generously

to my inquiries with information and photographs.

Theresa Concordia Mengs
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Pigalle (fig. 21). her reception piece when she was elected to the Academie Royale in 1770. 142

This is a far more ambitious work than the portrait of her daughter, for it was intended to

display the artist's virtuosity in a difficult medium as well as to stress the stature and achieve-

ments of her sitter. Pigalle was then both an officer (Adjoint au Recteur) of the Academy and

a Chevalier of the Order of St. Michael, whose robes he wears. The black silk suit with moire

lapels and the black cloak with its pale blue moire borders are magnificently realized, as are

his wig. lace jabot, and cuffs. He points discreetly at the cross of the Order of St. Michael lying

in his lap and turns to regard us confidently as we gaze past him to a model of his (now par-

tially destroyed) monument to Louis w in Reims. The background areas are deliberately

treated in a rougher, more atmospheric manner to contrast with the crisp, exquisitely detailed

finish of the figure in the foreground. The wealth of detail is tempered somewhat by the

restricted color scheme which uses only black, gray, white, blue, and flesh tones. In drawing,

in lively presentation of character, and in virtuosity of technique, this work is in every way a

challenge to the great la Tour.

La Tour's other important female pupil was Adelaide Labille-Guiard, who studied with him

for five years and who worked almost exclusively in pastels until her admission to the Academy
in 1783. After that date, she switched to oils. 143 None of her pastel portraits are conceived in

quite such an ambitious spirit as Giroust-Roslin's portrait of Pigalle. although her own
morceau cle reception, the Portrait of Augustin Pajott ( 1782. Paris, Louvre), comes very close.

Since both works are portraits of sculptors, they make an ideal comparison, but they are con-

ceived very differently. Labille-Guiard shows Pajou working energetically on a bust of J. B.

Lemoyne. his teacher. He is dressed in his work clothes, his sleeves rolled up to the elbow,

and the contrast with the dignified formality of Pigalle could hardly be greater. The presenta-

tions were appropriate in each case. Pigalle was much concerned with raising the status of

sculpture in France and therefore attached much importance to the honors he received. Pajou.

on the other hand, was a relaxed, easygoing man. far less concerned with the external trap-

pings of success. Labille-Guiard's other portraits of members of the Academy executed shortly

before her admission do not seek to dazzle the spectator with technical feats or novel composi-

tions. Most of them are absolutely straightforward bust-length images that concentrate the

viewer's attention on the sitter's physiognomy and character. As a group they show how thor-

oughly she had mastered the art of drawing and of pastel color before she moved on to the

medium of oil painting, in which she was to produce her finest works.

19.
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Dresden, Gemaldegalerie

Labille-Guiard's best pupil. Gabrielle Capet (see cat. no. 62). also produced some fine pastel

portraits in addition to the miniatures for which she is best known. A good example of these,

a Portrait of M. J. Chenier. belongs to the University of Stanford Art Museum. 144 Vigee-

Lebrun also on occasion worked in pastel, although she never used the medium as extensively

as did Labille-Guiard. Isolated survivals by other women artists could also be mentioned, for

example a Portrait of a Young Wo/nan (1727. Amsterdam. Rijksmuseum). by Francoise

Madeleine Basseporte ( 1701-1780). who is better known as a flower painter. 14S Carriera

remains, however, the most spectacular and the most influential of women artists who used

pastels. Her female successors, either from choice or circumstance, cannot rival her

exceptional achievement.

Women Artists, 1550-1800: Conclusions

What can be learned from this gathering of works of art by women and from a study of

European women artists active before the nineteenth century? The implication of any exhibi-

tion is that the works chosen benefit from their temporary juxtaposition because they share

some aesthetic qualities, but these works do not share any special visual characteristics due to
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their female authorship. They are best viewed as part of a musee imaginaire where, by some
extraordinary circumstance, all the artists happen to be women and not men.

If work by women artists has more in common with that by their male contemporaries than

that by other women, nevertheless women shared some experiences that affected the kind of

work they produced. As has frequently been noted, most women artists before the nine-

teenth century were the daughters of artists. Those who married often married artists as well.

Most women artists before 1800 were trained by their fathers, or by their husbands or some
other male relative. Because women could not study the human figure adequately or attend

Academy schools, they had to restrict themselves to the arts of portraiture and still life. As por-

traitists, they painted more women and children than their male contemporaries. Notable

exceptions to these general rules can be found throughout the period under discussion but the

situation of women artists generally did not change significantly until the nineteenth century.

The most important indication of a changing situation for women artists before 1800 is the

growth in their numbers. 146 In the fifteenth century, fewer than ten women throughout Europe

are recorded as artists in published documents. In the eighteenth century, almost three hun-

dred women are described as artists in various sources. They still constituted a small percent-

age of the total population of artists, but by 1750 or so it was no longer exceptionally eccentric

for a woman with artistic gifts to decide to earn her living in this way. The exhibition concen-

trates naturally on the most accomplished and successful women but we should not forget that

by the late eighteenth century it was possible for women artists of more modest talents to sup-

port themselves, for example by giving drawing lessons, either privately or to groups of

students in convent schools. 147

The existence of female drawing teachers depended on another social development, namely

the widespread acceptance of the idea that a well-educated young lady should know how to

draw and paint. The practice that had begun in convents in the late Middle Ages and had

been encouraged by Castiglione in sixteenth-century Urbino became commonplace through-

out the European upper classes by the end of the eighteenth century. References to duchesses,

countesses, princesses, and even queens who could draw, paint, and engrave are not unusual, 148

and if some of these women reached a commendable standard, it is also easy to believe that

by the nineteenth century George Eliot had reason to condemn "domestic music and feminine

fine art" as "small tinkling and smearing." 149 The dabbling female dilettante is with us still,

and every woman artist who works at home has experienced the frustration of being

dismissed as one.

One intriguing characteristic shared by many of the women represented here has not been

commented on previously, namely their precocity. For a surprisingly large percentage of

these artists, we have evidence of professional activity before the age of twenty. In many

cases, the works themselves survive as proof of their exceptional natural endowment. Fede

Galizia's artistic promise was noted publicly when she was twelve. Angelica Kauffman painted

her self-portrait at the age of thirteen. 150 Vigee-Lebrun was supporting her family at the age

of fifteen. Giovanna Garzoni signed a painting of the Madonna at the age of sixteen. Sirani's

own list of her work records five paintings made when she was seventeen, and Artemisia

Gentileschi was the same age when she painted her Susanna and the Elders in Pommersfelden

(cat. no. 10). Leyster had already attracted public comment on her gifts when she was seven-

teen. Clara Peeters' first dated work was painted when she was seventeen, and those of Rachel

Ruysch and Anne Vallayer-Coster when they were eighteen. Susan Horenbout was eighteen

when she sold a miniature to Diirer. Louise Moillon's first surviving painting was made when

she was nineteen. Caterina van Hemessen and Judith Leyster have both left us works painted

when they were twenty. While references to precocious artistic activity by male artists are not
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unknown, it is by no means usual to be able to discuss works made before they reached their

twenties. Gian Lorenzo Bernini is probably the best-documented male child prodigy in the

visual arts. 151 while Michelangelo has also left us a few very early works. Raphael signed a

contract before he was twenty, and Rembrandt signed and dated a few paintings before he

turned twenty. These men remain exceptions, however, to the general rule that precocity is

not associated with the visual arts as it is. for example, with musical creativity.

Several possible explanations for the apparently precocious development of women artists

before 1800 can be suggested. The phenomenon might indicate that only women who demon-

strated extraordinary potential as artists received any encouragement. Women who were late

developers or who were less remarkably gifted as children simply never became artists. We
can also guess that it was good business to promote women artists while they were young and

attractive: their gifts seemed even more astonishing and they attracted not only clients but

also suitors. We can even hypothesize that since the kind of works most women were allowed,

so to speak, to make required less training than those usually produced by male artists, women
could make their debuts sooner than men. who had to master anatomy, perspective, large-

scale composition, and special techniques such as fresco. It is also evidently the case that the

women themselves and their patrons were anxious to document their amazing careers from the

beginning, the artists by dating and selling early works, their patrons by preserving them.

In the sixteenth, seventeenth, and eighteenth centuries a few women artists became interna-

tional celebrities. Their services were sought by distinguished patrons, including royalty,

from many countries. Several of them left their homes to work at the courts of Madrid,

Dusseldorf. Vienna, and St. Petersburg. Their works fetched high prices and some of these

women became extremely wealthy. In this special group we can place Sofonisba Anguissola.

Levina Teerlinc. and Lavinia Fontana in the sixteenth century; Elisabetta Sirani and Rachel

Ruysch in the seventeenth century: and Rosalba Camera, Angelica kauffman. and Elizabeth

Vigee-Lebrun in the eighteenth century. Other women artists, active at the same time and

similarly gifted, failed for some reason to catch the public imagination in the same way and

led comparatively obscure lives. Clara Peeters. Fede Galizia. Judith Leyster, Louise Moillon,

Artemisia Gentileschi. Marie Anne Loir (see cat. no. 44). Francoise Duparc (see cat. nos.

46. 47). Anne Vallayer-Coster. and Adelaide Labille-Guiard were all successful enough to

make a living, and some of them managed to do more than that, but none received the adula-

tion accorded the women in the first group. How can we explain these differences in their

public reception?

It was obviously not enough simply to be a talented woman artist at a time when they were

rare. While their scarcity gave every woman artist the advantage (possibly dubious) of some

curiosity value, only a few women artists were able to build on this foundation and become

spectacularly successful. All of the celebrated women named were popular in court and aris-

tocratic circles. This fact suggests that all of them were especially good at social relationships

and fitted comfortably into this setting. In fact we have contemporary testimony that this was

the case for all the women named except Teerlinc and Ruysch: in their cases, we simply lack

firsthand testimony about their personalities rather than have any evidence to the contrary.

Gentileschi and Lisiewska-Therbusch. on the other hand, were considerably less successful in

this respect although both actively sought the patronage of rulers and powerful noblemen.

Neither woman fitted the stereotype of the gracious lady most likely to be a success at court.

and their strong, aggressive personalities may have been a handicap in this respect.

Elizabeth Vigee-Lebrun

Portrait of Charles Alexandre de Calonne.

1785

Oil on canvas

59 x 50^2 in. (149.9 x 128.3 cm.)

Windsor Castle, Collection H.M. the Queen

The most successful women were not only productive artists but also provided something

that appealed to their public. Most of them were excellent portraitists. Sirani continued to

work in the manner of Guido Reni. whose style was still extremely popular a generation after
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his death. The spectacular flower pieces and nature studies of Ruysch had and still have a

strong popular appeal. Clara Peeters, on the other hand, evolved a highly specialized form of

still life that went out of fashion in Flanders shortly after its creation. Fede Galizia's austerely

simple still lives appeal to us but were not elaborate enough to impress her contemporaries.

Gentileschi's Caravaggesque manner was out of favor in Rome by the 1620s. She, too, had

to make a stylistic accommodation with new fashions less suited to her artistic temperament.

The status of still life in France was not high enough for Louise Moillon to have the eclat

she deserved in the seventeenth century; Vallayer-Coster was more successful partly because

still life was more esteemed in France by the eighteenth century.

Three women artists of the eighteenth century— Rosalba Carriera, Angelica Kauffman, and

Elizabeth Vigee-Lebrun— enjoyed a degree of fame and adulation unparalleled before or

since. Does their public reception indicate something significant about eighteenth-century

attitudes towards accomplished women or only something about the abilities of these women
to express something especially meaningful about the times in which they lived? All three

were extremely productive artists, more so even than most of their female predecessors and

contemporaries. All three were undeniably good at painting flattering portraits of the upper-

class patrons who supported them, and Kauffman in addition produced attractive history paint-

ings of classical subjects much appreciated by all eighteenth-century devotees of classical

civilization. All three offered an original and complimentary image to their clients— Carriera

her brilliant, elegantly colored, and seemingly effortless Rococo pastels; Kauffman her charm-

ing and gentle version of the Neoclassical portrait, and Vigee-Lebrun her equally flattering

but more forcefully drawn portrayals (see fig. 22). The influential place of women in the salon

society of the eighteenth century must also partially explain why it was so receptive to the

talents of these artists. Their careers represent a special historical phenomenon well worth

more detailed attention from social historians.

A study of the careers of women artists from 1550 to 1800 inevitably increases our awareness

of the effectiveness of the traditional methods of training male artists, either in the studios of

established masters or in the academies that supplemented them in the eighteenth century.

Those long apprenticeships spent drawing after antique casts, after famous paintings, after

engravings, and after the posed nude male model have been suspected of stultifying genius and

promoting only mediocre competence, but one has only to consider the limitations placed

on the careers of gifted women denied this training to understand how effective in fact it was

and how essential to artists of all levels of talent. Though many women managed remarkably

well without the benefits of a full-scale training, it is easy to imagine that Lavinia Fontana,

Artemisia Gentileschi, Elisabetta Sirani, Anna Dorothea Lisiewska-Therbusch, and Adelaide

Labille-Guiard. for example, would have been even better and more versatile artists had they

had a more thorough grounding in anatomy, figure drawing, perspective, and traditional

historical composition.

In all those specialties where an academic training matters less, women artists were highly

successful. They have equaled their male contemporaries as portraitists in all media and on

all scales from the large official icon to the miniature. In still life too we find several out-

standing women artists who made significant contributions to the evolution of this genre. Maria

Sibylla Merian, one of the finest botanical illustrators of the seventeenth century, also made
an important contribution to the history of the biological sciences (see fig. 23). Though rarer,

women also made some beautiful and original genre pictures and history paintings. The
exhibition should prove, if this is still necessary, that women have always had great potential

in the visual arts and that their contribution has grown as barriers to their training and careers

have slowly declined.

23.

Maria Sibylla Merian

A Blue Honey Creeper and a Yellow-Winged

Bird on a Thistle, ca. 1680

Watercolor and tempera on parchment

Cambridge. Fitzwilliam Museum
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What is the place of these women in the history of Renaissance, Baroque, and Rococo paint-

ing? To what degree has prejudice resulted in the neglect and inadequate appreciation of their

work? Is the relative silence of modern art historical scholarship a just reflection on their

merits? Do any of these women deserve a place in the standard survey courses that introduce

thousands of students annually to the peaks of achievement in Western art? Should any of

these painters be included in undergraduate courses on these centuries? In art historical terms

who were the most influential women artists? And what are the most significant points to be

made about women artists generally?

These questions must be answered by each visitor to the exhibition and each reader of this

catalog for themselves, for there are many possible responses. The catalog contains abundant

evidence of neglect by scholars of these painters but the situation will not change unless their

exposure here touches a strong chord of response in a wider public. It is not difficult to find

negative critical reactions to many of these artists made recently by art historians whose work

is justly respected. For obvious reasons, few such opinions have been quoted in this catalog

but the exhibition will nevertheless remind us how often the "objective** art historian func-

tions as "subjective"* critic, as often by the decision to omit an artist as by condemning her

work in print.

Given that the choice of monuments and artists touched on in introductory survey courses

and in more detailed period surveys is inevitably arbitrary and personal to some degree, the

inclusion of a few women can easily be defended. One work now represented in most standard

survey texts makes some reference to the early history of women artists easy to include,

namely the Bayeux Tapestry. And even if Sofonisba Anguissola's contribution to Renaissance

portraiture does not earn her a place in a Renaissance chapter, her historical impact as the

first woman artist to become a celebrity and thereby to open up these professions to women
certainly does. The growing numbers of women artists and their greater degree of accomplish-

ment in the seventeenth century could be mentioned in connection with a work by Maria van

Oosterwyck or Rachel Ruysch, who could illustrate Dutch still life as well as Jan Davidsz. de

Heem or Willem Kalf. 152 The exceptional popularity of Camera, Kauffman, and Vigee-Lebrun

in the eighteenth century justifies the inclusion of examples of their work, which can also

underline the importance of portraiture or clarify the character of Rococo or Neoclassical art.

By the time a survey reaches the nineteenth century, major women artists are even more
abundant and their neglect harder to justify. The inclusion of a few women artists also allows

additional points to be made about the social origins of artists and the growth of institutions

that trained them. Detailed discussion of the achievements of some of the artists represented

here can surely be justified in any course covering seventeenth- and eighteenth-century art,

and even in a Renaissance course some comment on the reasons for their scarcity could be

given. Slowly these artists must be integrated into their art historical context. For too long

they have either been omitted altogether, or isolated, as even in this exhibition, and discussed

only as women artists, and not simply as artists, as if in some strange way they were not a part

of their culture at all. This exhibition will be a success if it helps to remove once and for all

the justification for any future exhibitions with this theme.

Ann Sutherland Harris
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Women Artists after the French Revolution

Why should people prone to pregnancy and passing indispositions he barredfrom the exercise

of rights no one would dream of denying those who have gout or catch cold easily.

'

— Le Marquis de Condorcet, 1790

For women artists, as for women in general, the French Revolution appears to have been a

mixed blessing, opening up some doors, shutting others, exhilarating in theory but often

exclusive and repressive in practice. While it is certainly true that some of the philosophes,

the Marquis de Condorcet above all. paved the way for Revolutionary feminism, others, like

Jean Jacques Rousseau, made it abundantly clear that marriage and motherhood— and little

else besides— were woman's "natural" vocation.

Condorcet. in 1787. had made the first attempt to incorporate the case for the civil equality

of women into the liberal political ideology of the Enlightenment. 153 He maintained that if

women were to be taxed, they should be able to vote; that domestic authority should be shared;

that the professions and. most importantly, educational opportunity should be opened up to

the female sex. 154 In essence, Condorcet provided a political theory that justified the principle

of equality before the law for everyone, regardless of sex. thus including females in the general

term mankind for the first time in history. 135

During the Revolution itself, feminist pamphlets and various proposals for the betterment of

women's condition appeared, and women began sending delegations to the government and

using the political clubs as a platform. In 1791 Olympe de Gouges, one of the major feminists

of the French Revolution, enunciated her "Declaration of the Rights of Women": "All women,"
she declared, "are born free and remain equal to men in rights. . . . Law is the expression of

the general will: all female and male citizens have the right to participate personally or

through their representatives in its formation." She also demanded equality of opportunity

in public employment, the right to paternity suits, and a general end to male domination. 156

Yet despite the sensational activism of feminists like Olympe de Gouges. Etta Palm, and

Theroigne de Mericourt. and a feminist program (rather piecemeal, it is true) of educational,

economic, political, and legal change, women were eventually systematically excluded from

most Revolutionary benefits, including the right to vote. Their political clubs were outlawed

in the fall of 1793.

Although politically advanced, the Revolution was in many ways socially conservative: along

with middle-class ideals of political liberty and economic opportunity it espoused the equally

middle-class ideal, recently developed at that, of the happy nuclear family, the family as a

secure nest offering shelter from the brutality of public or professional life. The Rousseauan

notion of woman as the "natural" guardian of the home militated strongly against her

achievement of status as an independent being, in the arts as elsewhere.

It is symptomatic of Revolutionary hostility toward the advancement of women that the first

act of the Societe Populaire et Republicaine des Arts (successor to the earlier Commune des

Arts), established in 1793, was to exclude women from its meetings. The arguments raised by

the members of the Society in coming to this decision are worth examining in detail, since

they were to provide the basis for similar exclusionary decisions in the future. The members

decided to close the door to women artists because women were "different from men in every

respect." Since the Society, it was maintained, had as its goal the cultivation of the arts rather

than politics, and since the law forbade women to assemble and deliberate for any reason, to

admit them would be to go against the law. In response to one member's feeble protest that the

Jacobin Society had admitted a woman member, another societaire stoutly maintained that

among Republicans, women must absolutely give up the jobs destined to men. Although
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admitting that for his own satisfaction, he would be happy to live with a woman who was

talented in the arts, still, to do so would be to act against the laws of nature. "Among savage

people." he asked (rhetorically to be sure) "those in consequence who are closest to the state

of nature, are women ever seen doing the work of men?" The whole issue was blamed on the

"Citizeness le Brun" (Mme. Vigee-Lebrun), who exhibited great talent for art and had thereby

inspired a horde of other women who "wished to busy themselves with painting although they

should only occupy themselves with embroidering the sword-belts and caps of the police."

The proposal that only female citizens recognized for their talent and exemplary character

should be admitted was countered with the assertion that other popular societies would be

angered by the admission of women to the Societe des Arts. Finally, despite the fact that their

rules made no such stipulation, the Society voted "purely and simply that female citizens

would not be admitted." 157

Yet despite such overt exclusion of women artists from the institutions governing their pro-

fession; despite the fact that they were to be denied admission both to the Ecole des Beaux-

Arts and the prestigious Class of Fine Arts of the Institute until almost the end of the nine-

teenth century; 158 and despite the fact that they had to study their craft apart from their male

colleagues and under far less favorable conditions, women artists nevertheless made progress,

as a group and as individuals, in the years follow ing the Revolution. Whether it was because

of the less restricted access to the Salons or the greater emphasis on portraits and genre rather

than history painting (despite lip service to the latter), 159 increasing numbers of women paint-

ers participated in public exhibitions in the early 1800s. In the 1801 Salon, out of a total of

192 painters exhibiting, about 28, or 14.6%. were women; in 1810, out of 390 painters exhibit-

ing, about 70. or 17.9 r
r , were women; in 1822, out of 475 painters exhibiting, about 67. or

14. 1 *~f , were women; and in 1835. out of 801 painters exhibiting, about 178, or 22.2%, were

women. Thus, both in terms of percentages and even more dramatically in terms of absolute

numbers (since the Salons themselves expanded), the statistical position of women painters

improved in the Salons of the first third of the nineteenth century.

Yet such statistics, of course, tell us little about the kind of work women were exhibiting or

the attitudes toward women's painting revealed by critics, patrons, and public. It is naturally

difficult to generalize about such a varied group of painters; still, one would be safe in saying

that the relatively unprestigious genre of the portrait was the most popular among women
artists; indeed, critics early in the century recognized the "happy fecundity" of women paint-

ers as portraitists. 160 Another type of painting particularly popular with women artists, as

indeed it was with many of their male contemporaries, was what might best be termed "senti-

mental genre": intimate, often domestic, scenes of heart-warming pleasure or. less frequently,

heart-breaking minor tragedy, often with moralizing overtones. It must be emphasized that

women had no monopoly on this sort of painting, most often associated with Greuze in the

eighteenth century and with Boilly, Drolling, and Leopold Robert in the nineteenth; a paint-

ing like Ingres" Henry /I' Playing with His Children (current location unknown) 161 of 1817

is certainly a prime example of the genre under its historical aspect. Nevertheless, in the early

nineteenth century, women artists like Marguerite Gerard, Pauline Auzou (see cat. no. 71).

Constance Mayer (see cat. no. 72. fig. 24), Eugenie Servieres, Elisabeth Chaudet. and

Antoinette Haudebourt-Lescot (see cat. no. 75) must certainly be said to have staked out a

considerable claim in this popular if not highly respected territory.

24.

Constance Mayer
The Happy Mother, 1810

Oil on canvas

Paris, Musee National du Louvre

Some of these women artists even developed specializations within this already restricted

domain as a way of establishing a clearer identity in a highly competitive field, a ploy not

uncommon with painters of both sexes before or since. Mme. Haudebourt-Lescot, for exam-
ple, specialized in— and may even be said to have invented— Italian genre subjects, like

Dancing the Saltarello or The Marionette Theater in Rome, with an emphasis on scenes of
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woman's daily life. Mme. Chaudet, although she did attempt an antique subject in the Salon

of 1810— the now-vanished Dihutade— specialized in the genre subcategory of children

with animals, a choice well suited to her modest talents, according to Charles Landon. 162 She
established her reputation in the Salon of 1799 with a Little Girl Trying to Teach Her Dog
to Read. A Young Girl Feeding Her Chickens appeared in the Salon of 1802 and A Young
Girl Mourning the Death of Her Pigeon (Musee d'Arras) in the Salon of 1808. 163 A more
dramatic variant of this popular child-and-animal theme by Mme. Chaudet, A Child Asleep

in His Cradle Guarded by a Brave Dog of 1801 (Musee de Rochefort), in which the sleeping

infant seems to have been saved from a serpent by his faithful canine companion, evidently

set a precedent. The next year Mme. Villers (see cat. no. 74) presented the even more heart-

rending Baby in Its Cradle Carried Off by the Floods of the Year X, in which the little victim

is accompanied by a faithful dog who paddles along beside the floating cradle— a theme
of canine life-saving that ultimately reaches its apotheosis in the English artist Landseer's

Saved of 1856, in which a giant Newfoundland is represented after having rescued a

drowning child.

Yet not all women artists felt themselves restricted to portraits or to genre scenes at the

beginning of the nineteenth century: far from it. Nanine Vallain (dates unknown), for

example, was a pupil of David's and of Suvee's who exhibited in the Salons from 1793 to

1810. Although she did paint a Young Woman Seated with a Lamb on Her Lap in 1788,

early in her career, as well as the requisite portraits, she also turned to classical, allegorical,

and religious themes. In the Salon of 1793 she showed two Ovidian subjects— Ceyx and

Alcyone and Acontius and Cydippe— both on an ample, if not extravagant, scale. In 1795

she showed a Spartan Woman Giving a Sword to Her Son; in 1806, Sappho Singing a Hymn
to Love: in 1808, Cain Fleeing with His Family after the Death of Abel; and in 1810, Tirzah,

Wife of Abel, Crying on the Tomb of Her Spouse and Imploring Mercy. Most interesting of

all, because of its high quality and because it reveals the artist's sympathies with and possible

participation in the French Revolution— sympathies rarely embodied in the surviving work

of women artists— is Vallain's Liberty of 1793-94 (fig. 25), now undergoing restoration in

the Louvre. This painting, seized after the closing of the Jacobin Club on 9 Thermidor,

1794 164 represents an allegorical figure of Liberty dressed in a blue tunic and dark yellow

skirt over a red-trimmed white undergarment, holding a red Phrygian cap on a pike in her

left hand, the Declaration of the Rights of Man in her right. On the ground at her feet are a

symbolic fallen crown and chains as well as the fasces, ancient emblem of authority. The com-
memorative function of the painting is suggested by an urn to the left, inscribed: "To our

brothers who died for her ..." as well as by the pyramidal cenotaph that looms behind the

seated figure. Vallain's work may well be compared favorably with other Revolutionary

depictions of the figure of Liberty, such as the one in Jean Baptiste Regnault's Liberty or

Death, which appeared in the Salon of 1795. 165 Certainly the ambition and scope of her

oeuvre and the high quality of the few known works by her hand make Vallain far more than

a minor genre specialist or a painter of "women's subjects" in the derogatory sense of the term.

Other women, mainly David's pupils or followers, turned their hands to historical, classical,

or allegorical subjects at the beginning of the nineteenth century. Sophie Guillemard (1780-?),

a student of Regnault's. exhibited an Alcibiades and Glycerion in the Salon of 1802 and a

Joseph and Potiphar's Wife a year later. Even more ambitious was Angelique Mongez (1775/

76-1855), a pupil of David's and Regnault's, who won a first-class gold medal in the Salon of

1804. She painted a Ulysses Finding Young Astyanax at Hector's Grave, with life-size fig-

ures in the classical style of David, as well as a large-scale Alexander Weeping at the Death

of the Wife of Darius. In 1806 she showed a Theseus and Pirithous Cleansing the Earth of

Brigands, a painting with symbolic overtones, and in the 1808 Salon exhibited a complex

allegory featuring Orpheus and Euridice with thirteen life-size figures. Still other classical sub-
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jects shown by this "art-amazon" were The Death of Adonis (1810); Perseus and Andromeda

(1812); and, in 1814, a much-admired Mars and Venus, now in the Musee d'Angers. Mme.
Mongez. whose later years were spent in poverty, had a mixed press: although some

critics admired her work, others felt that her colors were cold and her style somewhat too

obviously dependent on David's. 166 Yet while these criticisms may indeed have been well

taken, one suspects that beneath the specific cavils lurks a more inclusive one: condemnation

of a woman artist for hubris, for reaching beyond her "natural" sphere and "limited" ability.

This is overtly stated by "Le Pausanius Francais" in 1805. a propos of Mongez' Theseus and

Pirithous: "Long ago. someone said: nobody has ever heard of a woman who succeeded in

writing a tragedy or in painting a great history painting. Mme. Mongez will at least have the

honor of having made the attempt . . . and it may be said of her: . . . Magnis tamen excidet

ausis [She was overcome by the grandeur of the task] .... When you follow the footsteps of

men in an art like painting, and above all, those of the history painter, where one must rise

above all the petty details which can disturb talent and destroy the work, either you must

abandon these great subjects to our sex, or content yourself with sweet, tender subjects, or

finally, paint portraits and landscapes." 167

In a similar way, Mme. Haudebourt-Lescot was tactfully admonished by Landon when she

attempted a canvas of unusually large scale. Frangois Premier and Diane de Poitiers of 1819,

a work that was 6 feet by 3 feet 6 inches. "We believe," declared this critic, "that this

[weakness] is not the fault of the painter, whose talent cannot be doubted, but that of the

proportions that she has adopted, the use of which demands a more serious and profound

command of the brush than that which she has effected up to this time. ... It is thus to small

easel paintings, to charming but popular subjects that Mile. Lescot should continue to devote

her exclusive attention. . .

." 1KS Another woman artist. Mme. Benoist (see cat. no. 70), evi-

dently abandoned history painting completely in 1795 after having received adverse criticism,

although she continued to draw antique subjects in her sketchbooks.

Pauline Auzou
The Arrival ofthe Archduchess Marie Louise.

1810

Oil on canvas

Musee National du Chateau de Versailles

Still another woman who turned to history painting as well as to the more usual portraits and

sentimental subjects was Pauline Auzou. 169 She showed a Daphnis and Phyllis in the Salon of

1795 and Dinomache, Mother of Alcibiades in 1796. Yet Auzou is interesting from another

standpoint as well: like many other artists of her time, some of them women, she was an active

participant in what one might call the great Napoleonic pictorial propaganda machine, an

enterprise in which Mesdames Godefroid. Benoist, and Chaudet were also involved, as the

official portraits of Napoleonic women and children in the Empire galleries at Versailles

testify. Indeed. Mme. Benoist was one of the artists (whose ranks included Antoine Gros,

Francois Gerard, Charles Thevenin, and Pierre Prud'hon) who received an annual stipend of

from 2.000 to 4.000 francs from the Napoleonic government. 170 Auzou, however, played a

major role in a particularly delicate Napoleonic propaganda campaign: the justification of the

emperor's marriage to Marie Louise of Austria and, necessarily, of his controversial divorce

from Josephine and alliance with France's former enemy. Many artists were summoned to

this task. After the final defeat of Austria at Austerlitz, when Napoleon was already planning

to marry the Hapsburg princess. Baron Gros was asked to paint the meeting and implied

reconciliation of the two emperors on the battlefield. Shortly after, the same artist was com-

missioned to create a historical precedent for the Austro-French reconciliation by depicting

the Holy Roman Emperor Charles v being cordially welcomed by Francois i at St. Denis

(Paris. Louvre). 171 The talents of Marie Louise, the eighteen-year-old pawn in Napoleon's

political maneuvers, were celebrated by Alexandre Menjaud in his Empress Marie Louise

Painting the Emperor's Portrait (Versailles, M usees Nationaux) in the Salon of 1810. 172 This

despite the fact that, in the words of one unfriendly historian, "up to the time of her marriage,

Marie Louise possessed but one social talent on which she prided herself not a little— the

power of moving her ears without stirring a muscle of her face." 173 The elaborate wedding
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ceremony of the royal pair in the Chapel of the Louvre was recorded by David's pupil and
assistant. Georges Rouget. The ultimate political purpose of the marriage— the production

of an imperial son and heir, the little King of Rome— was duly glorified by both Rouget and
Menjaud. as well as by Baron Gerard in his splendid Marie Louise and the King of Rome
(Versailles. Musees Nationaux).

But it was Pauline Auzou. in her first attempt at painting contemporary history, who made two
of the most original contributions to the iconography of Marie Louise and the Austrian mar-
riage in a pair of works now in Versailles: The Arrival ofthe Archduchess Marie Louise in the

Gallery of the Chateau de Compiegne, 28 March 1810, from the Salon of 1810 (fig. 26). and
Marie Louise, at the Time of Her Departure from Vienna. Distributing Her Mother's Dia-
monds to Her Brothers and Sisters. March, 1810, from the Salon of 1812. In an effective and
quite appropriate way Auzou has muted the pompous rhetoric of history painting with the

intimacy of sentimental genre, especially in the farewell scene, in which that topos of feminine
virtue, the giving up ofjewels, is called into play to celebrate the generosity and family feeling

of the young empress-to-be. Although the Arrival ofMarie Louise is dignified by symbolic
bas-reliefs in the background, the work retains a good deal of the freshness and naivete of

Auzou's sentimental scenes: the new empress, who had only met her husband a few hours
before (they had been married by proxy in Vienna) , is greeted by an excited band of charming
white-clad maidens bearing flowers and wreaths. Despite the obvious differences in style, scale,

and ambition between Auzou's Arrival of Marie Louise and a grandiose work like Rubens'
Arrival of Marie de Medici at Marseilles— the comparative modesty, restraint, awkwardness,
and lack of plastic exuberance of the Auzou work in comparison with the Rubens are obvious— it is nevertheless interesting to find a woman artist, like the seventeenth-century master,

participating in that public, ceremonial celebration of the deeds of rulers or the construction

of a suitable iconography for the non-events in the lives of the politically prominent which
has been one of the important functions of artists over the centuries.

Yet the relative prominence of women artists in the Revolutionary and Napoleonic art world
should not blind us to the obstacles that often stood in their way. These difficulties were not

merely the obvious ones of second-rate training or patronizing criticism that attempted to

keep females in their "proper" place by discouraging ambition and praising minor accomplish-

ment. Women artists of the period. like their counterparts before and since, were also impeded
in the conduct of their professional lives by the more general social restrictions that hedged in

well brought up women. The case of Mme. Benoist is revealing. A distinguished pupil of both

Vigee-Lebrun's and David's. Mme. Benoist (nee Leroulx de la Ville) is perhaps best known
for her compelling Portrait ofa Segress (fig. 27). which made her reputation when it appeared
in the Salon of 1800. This work, which may well be considered a black equivalent of David's

portrait of Mme. Trudaine (ca. 1791. Paris. Louvre), may have been intended as a pictorial

manifesto of the 1794 decree abolishing slavery, similar in effect to Girodet's Portrait ofthe
Deputy Belley (Chateau de Versailles) of 1797. in which a distinguished black sitter is also

brilliantly represented. 174

Despite Mme. Benoist's successes and her evident devotion to her profession: despite her

reception of a gold medal in 1804 and the numerous commissions she had received from

Napoleon; and despite the fact that she had been granted a yearly stipend by the government,

at the very peak of her career she was deprived of the opportunity to exhibit in the Salons— a

requisite of artistic viability at the time— because of the strictures of feminine propriety.

When, after the fall of Napoleon, her husband. Pierre-Vincent Benoist. received the high post

of Conseiller d'Etat in the Restoration government, the price was the sacrifice of his wife's

career. His position as a high government official required that his wife withdraw from all

further public exhibitions of her work. The letter that Mme. Benoist wrote to her husband in

Marie Guillemine Benoist
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reply to his demand is a cry from the heart, and one that was to be repeated— or repressed —
by many women artists in years to come when asked to give up their life's work for the sake of

their husbands' careers. After asking her husband to forgive her for "sulking and complaining"

Mme. Benoist continues: "Don't be angry with me if at first my heart bled at the course I was

forced to take— and ultimately, to satisfy a prejudice of society to which one must, after all.

submit. But so much study, so many efforts, a life of hard work, and after that long time of

testing— successes; and then to see them almost an object of humiliation— I could not bear

that idea. All right, don't let's talk about it any more; I am reasonable ... my self-respect was

wounded too brusquely. Let's not talk about it any more or the wound will open up once more." 175

France was not the only country in which women artists could receive official recognition at

the beginning of the nineteenth century. The small courts and cities of Germany offered them

what was perhaps greater security if less wide-reaching reputation. Barbara Krafft (1764-1825).

whose father had been a pupil of Anton Raphael Mengs and who herself became a member of

the Vienna Academy, painted for the church in Prague and won local fame as a portraitist in

Salzburg: she eventually became the Painter to the City of Bamberg, where she had moved in

1812. 178 Of greater interest is the career of Maria Ellenrieder (1791-1863). certainly the fore-

most woman painter of Germany in the early nineteenth century (figs. 28. 29). Born in Con-

stance. Ellenrieder was granted admission to the Munich Academy through the intervention of

a sympathetic bishop and studied there, mainly with Peter von Langer, from 1813 to 1816.

While a student, she became interested in old German art, then a source of inspiration for

many of her most progressive contemporaries. From 1822 to 1824 she worked in Rome,

where she became closely associated with Overbeck and the Nazarenes. Germanic forerun-

ners of the Pre-Raphaelite movement engaged in recapturing the formal purity and moral

innocence characteristic of Italian art before the High Renaissance. After completing a Stoning

of St. Stephen for the high altar of the Church of St. Stephen in Karlsruhe, she was named
Bavarian court painter in 1829. Her patron. Grand Duchess Sophie of Baden, gave her numer-

ous commissions for portraits and religious works, of which the most appealing for contempo-

rary viewers are perhaps the least ambitious: the sensitive Self-Portrait of 1818. the unabashedly

sentimental Young Girl Picking Flowers of 1841. both in the Karlsruhe Staatliche Kunsthalle.

where many of her works survive. Yet Ellenrieder's religious paintings are certainly not w ith-

out charm, and her draw ings— fresh, direct, both literal and idealized at the same time—
certainly deserve consideration as valid works of art in the Nazarene tradition.

The case of Ellenrieder raises an interesting issue associated w ith women artists, although not

irrelevant to many male artists as well: the extent to which women artists must be "discovered"

by contemporary art historians. Why do women artists so often seem inaccessible? Obviously

that question is closely related to the larger issue of provinciality and to the fact that some
artists, many of them women, preferred, or were confined to. local success and reputation

rather than activity in the artistic centers of their times. Ellenrieder is an interesting case of the

painter who is both "known" and "unknown" at the same time: known, that is. to art lovers in

Karlsruhe 177 and in Constance, where she returned in the 1840s. yet virtually unknown else-

where.

Maria Ellenrieder

The Baptism ofLydia, 1
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// cannot be denied that to the average young woman, the study ofdrawing is a detrimental one.

Art is a severe taskmistress, and demands unceasing sedentary toil, giving hut grudging

rewards in return for drudgery.

— Ellen C. Clayton. 1876

In England, women artists participated in imposing, and increasing, numbers in the public
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exhibitions of the nineteenth century, despite the fact that they were denied membership in the

Royal Academy 178 and often had an extremely difficult time getting serious instruction. "In

those days." reported a distinguished woman artist of the period, Eliza Bridell-Fox. referring

to her student days in the middle of the century, "no advantages whatever were offered in the

Government schools to those female artists who desired to attain proficiency in any branch of

art. except decorative art. No models were then allowed, no draperies or other accessories.

The "Figure Class' as it was pompously, if ironically, designated, was 'instructed' in one small

room, containing a few casts from the antique, the instruction being imparted during one daily

visit from the lady superintendent." 179 According to this source, the only decent academy
open to women in the early part of the century was Sass's School, about which little is

known. In the middle of the century. Bridell-Fox took the unprecedented step of starting an

evening class, with an undraped female model, for other women artists. "The class excited

intense interest, with different opinions, among lady artists and girl students." declares Ellen C.

Clayton, author of the major study of English women artists of the nineteenth century. "Per-

haps," she continues, "there is no more vexed subject, or one more difficult of satisfactory

solution, than this matter of drawing from the life by ladies studying figure painting." 180

Certainly the lack of adequate opportunity to draw from the nude model presented a grave

obstacle to serious women art students during a period when the most esteemed genres of art

depended to a large extent on the ability to depict the human body convincingly.

It was at least partly for this reason that, by 1859, women art students started to storm the very

citadel of academic art instruction, the Royal Academy. Although young women by this time

had their own "Government School of Art for Females" in Gower Street, they nevertheless

sought access to the superior prestige and far more serious instruction offered by the Royal

Academy. In April 1859 a memorial was forwarded to each member of the Royal Academy
by thirty-eight professional women artists, soliciting their influence "to obtain for women a

share in the advantage of the study from the Antique and from Nature, under the direction of

qualified teachers, afforded by the Schools of the Royal Academy. But," as William Sandby.

the mid-nineteenth-century historian of the Royal Academy, points out. "as this request would

necessarily have involved a separate Life School, the Royal Academy could not entertain the

proposal in the space to which their schools are at present confined." 181 By 1862. however, five

female students were permitted to study in the Antique Schools, following the accidental

admission of one of Eliza Bridell-Fox's students. Laura Herford. who had submitted her work

identified by her initials alone. Apparently there had never been any specific ruling prohibiting

women's entry into the Schools; it was simply, according to Sandby. that none had ever

applied before. 182

Nevertheless, it was slow going for women students, and their admission was marked by con-

siderable ambivalence. By the end of 1863 or the beginning of 1864. a group of female art

students from the South Kensington and other art schools was again protesting the Royal

Academy's exclusionary policies. They sent a printed memorial to the members petitioning

for the right to compete at the Royal Academy examinations, which had been open to women
for some years past and then closed to them in June 1863. The text of this boldly phrased

memorial makes it clear that the underlying issues were economic even more than aesthetic:

at stake was women's right to prepare themselves for self-supporting careers on the same basis

as men:

".
. . The current opinion and feeling of late years, on the part of the educated public, has been

strongly in favor of the introduction of women to such callings and pursuits as are. or seem to

be, suitable to their sex, capacities and tastes, although the same may have been previously for

the most part, or altogether, monopolized by men. . . . One channel which in modern times

[has] been opened for the enterprize of women, is the pursuit of the Arts of Sculpture and
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Painting, and . . . many women have availed themselves of that opening and are at present

earning their livelihood as artists, and many other young women are preparing themselves by

study and practice to follow their example. ... It is well known that the schools of the Royal

Academy are of a much higher standard than the other art schools of the kingdom, and are in

every way more suitable for advanced students; they are also the only free art schools in this

country which is a consideration of moment to some of your memorialists. . . . Your memorial-

ists therefore pray that liberty may be restored to female students to compete for admission

into the schools of the Royal Academy, upon the same terms and conditions, in all respects, as

are granted to, or imposed upon, male students." 183

Despite this heartfelt and eminently reasonable plea, by 1868 only 13 women were matricu-

lated, although there had been numerous applications; in 1876, there were 92, and in 1879,

130. As late as the 1880s, discriminatory rules were still in effect. In 1881 it was resolved

"that the Male and Female Students work in different Painting Schools." 184 and in 1888 the

rules stated that at the end of Probation, that is, at the end of the second term, the male stu-

dent was obliged to submit a painting of an entire figure from life, whereas a female student

was required to submit a head only. Victorian prudery continued to hedge in women students

at the Royal Academy until the end of the century. In 1891, although both men and women
were working from live models, women in the School of Painting had to work from the

"Draped Living Model" while men worked from the "Nude Living Model." In 1893, after

constant petitioning, women students finally were allowed a nude male model — almost nude,

that is, for precautions were carefully stipulated in the decision to grant this request: "It shall

be optional for Visitors in the Painting School to set the male model undraped, except about

the loins, to the class of Female Students." states the relevant passage from the Royal Academy
Annual Report of 1894. "The drapery to be worn by the model to consist of ordinary bathing

drawers, and a cloth of light material 9 feet long by 3 feet wide, which shall be wound round

the loins over the drawers, passed between the legs and tucked in over the waistband; and

finally a thin leather strap shall be fastened round the loins in order to insure that the cloth

keep its place." 185 Not until 1903 were mixed classes instituted, and even then a separate

class of life drawing for females was maintained. And of course, it must be added, the final

achievement of equality in art school did little to alleviate the continuing social pressures—
the demands of marriage, family, and domesticity— militating against women's achievement

in the realm of art. To get a sense of this ultimate impediment one has only to read the remi-

niscences of Augustus John— hardly a notable feminist despite his great admiration for his

sister, Gwen (see cat. no. 1 13)— about the Slade School in the early twentieth century:

".
. . In what I have called the Grand Epoch of the Slade." says John, "the male students cut a

poor figure; in fact they can hardly be said to have existed. In talent, as well as in looks, the

girls were supreme. But these advantages for the most part came to nought under the burdens

of domesticity which . . . could be for some almost too heavy to bear." 186

The situation of women in relation to the Royal Academy has been investigated in detail here

because it is paradigmatic, with minor variations, of situations obtaining elsewhere during the

same period. The United States, or at least the Pennsylvania Academy, was relatively pro-

gressive in this respect, despite the various difficulties women students experienced in gaining

access to the nude model. By 1868 the Academy had established a Ladies' Life Class with a

female model, a class charmingly depicted by Alice Barber Stephens ten years later in what is

perhaps the earliest representation of women artists working from the nude. 187 Nevertheless,

it had taken women art students years to achieve this relative equality, and male models were

evidently not in regular use until 1877. As late as 1882. and even after, the board of directors

of the Academy still received irate letters from those upholders of decency who were horrified

that the students' "feelings of maidenly delicacy" were violated by contact with the "persons of

degraded women and the sight of nude males in the stifling heat of the Life Class." 188 And of
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course, according to legend, it was because Thomas Eakins removed the loincloth from a male
model in the Ladies' Life Class that he was asked to resign from his position as professor at

the Academy. 189

Nineteenth-century French paintings of women's art classes (fig. 30) 190 are invariably striking

for the absence of what is always the focus of attention in the conventional art school scene of

male art students: the nude model. In Paris the only serious class offered to women was at

Julien's studio, and according to Marie Bashkirtseff (see cat. no. 102), nude male models

were evidently available to women students there by 1877— whether with or without drapery

is not specified. Nevertheless, she complained in her journal that the quality of instruction

in the women's class was not as high as in Julien's men's class on the floor below, and nowhere

near as thorough as that offered by the Ecole des Beaux-Arts, from which women were

completely excluded. 191

Yet. to return to the situation in nineteenth-century England, the difficulties women artists had

in receiving adequate training did not by any means discourage them from participating in the

exhibitions of the period. Although their names appear in exhibition records far less frequently

than those of their male colleagues, it is nevertheless true that thousands and thousands of

women showed their works publicly, many of them participating in the highly esteemed

annual exhibitions of the Royal Academy. There are no accurate statistics on the number of

women artists represented in the Royal Academy shows of the nineteenth century, but the

alphabetical record of Royal Academy exhibitors 192 compiled by Algernon Graves suggests

how many there were. Under the letter A we find (including Honorary Exhibitors but exclud-

ing miniaturists) at least 59 women painters listed, and under the letter Cat least 215. Granted

that some of these women exhibitors showed only one or two flower paintings and that few

women equaled the astounding productivity of their more prolific male contemporaries, it is

nevertheless true that women artists were very much in evidence at the Royal Academy shows

as well as in other, somewhat less important British exhibitions of the time. 193 Many of these

women were solid professionals from every standpoint: Mrs. Sophie Anderson, who con-

tributed steadily and substantially to the Royal Academy shows from 1855 to 1896, making

her debut with a Virgin and Child, contributing a scene of torture in 1876 and a classical

"Evoe, evoe Bacche!" in 1883; Emily Osborn, who submitted forty-three serious contributions

between 1851 and 1884 (fig. 33, cat. no. 82); and Elizabeth Thompson, later Lady Elizabeth

Butler, who was widely acclaimed for her ambitious and accurate military paintings (fig. 3 1,

cat. no. 98), of which she showed twenty-two between 1873 and 1903. as well as many more in

the twentieth century.

Lady Butler was one of those striking anomalies among nineteenth-century women artists, a

woman for whom being female was in many ways an advantage. Like Rosa Bonheur (see fig.

32, cat. nos. 78-80), with whom she was sometimes compared, Lady Butler was astonishing.

A woman battle-painter, like a woman animal-painter on the heroic scale, was something out

of the ordinary, and the ferocious energy, the "masculine" forcefulness, and the manifest

accuracy of their works not only stilled the usual patronizing criticism of women's art. but

actually made some die-hard critics— even those as opinionated as John Ruskin— eat

their words. "I never approached a picture with more iniquitous prejudice against it than I did

Miss Thompson's," admitted Ruskin at the beginning of his panegyric of the artist's Quatre

Bras (cat. no. 98) of 1875, "partly because I have always said that no woman could paint; and

secondly, because I thought what the public made such a fuss about must be good for nothing."

In the end, the former doubter outdid himself in admiration, maintaining that the righthand

corner of the canvas, "where the cuirassier is catching round the neck of the horse as he falls . .

.

is wrought, through all the truth of its frantic passion, with gradations of color and shade

which I have not seen the like of since Turner's death." 194 In many ways, the intrepid Lady
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Butler"s approach to her work— like that of many of her popular male contemporaries— may
remind us more of Cecil B. De Mille than of Cezanne. Like the film maker, she deployed casts

of— if not thousands— at least hundreds of figures. And since higher truth was equated with

material veracity, she. like De Mille. spared no pains to achieve accuracy of detail: cloth was

specially woven and costumes recreated; rye fields were purchased and trampled down (this

for Quatre Bras, where the encounter depicted had taken place "in a field of particularly tall

rye." according to Siborne's Waterloo Campaign); horses were made to fall down not once

but many times: regiments were sent into action: cannons were fired. Butlers apparently

boundless self-assurance, her easy assumption of authority, her unfailing energy, and her pas-

sion to control everything down to the smallest detail may remind us of similar qualities in

another Victorian superwoman of similar upper-middle-class background: Florence

Nightingale. And certainly her privileged background, like Florence Nightingale's, helped her

to achieve her chosen goal. Lady Butler's mother had been a noted pianist and a talented

painter whose watercolors had captured the attention of a younger Ruskin. Her father. Thomas
James Thompson, was a connoisseur, a man of exceptional culture, extraordinary sensitivity,

and, of course, an adequate private income. He was firmly committed to women's self-develop-

ment and devoted much of his life to the education of his two unusual daughters. Lady

Butler's sister was the distinguished writer and critic Alice Meynell, a feminist, socialist, and

Catholic who wrote discerningly about Mary Wollstonecraft in the Spectator as early as

1879. admired Jane Austen, disliked the notion of "feminine style." and contributed to the

Catholic Suffragist. 195

It is perhaps the more modest, more intimate works of the Victorian period, like those by Emily

Osborn (cat. no. 82) or Edith Hayllar (cat. no. 103). that excite greater sympathy today than

Lady Butler's battle pieces, both for their aesthetic quality and for the insights they afford into

the actual experience of women at the time. Equally important, a re-examination of the

relatively modest domestic scenes by women artists in the nineteenth century, particularly

those painted in England, may lead us to question some of the often unstated assumptions

underlying art historical judgments. In confronting a work as complex and interesting as

Osborn's Nameless and Friendless of 1857 (fig. 33). one might well ask why the iconography

of fifteenth- or sixteenth-century religious or allegorical art is explicated with such care and

subtlety by scholars, while that of nineteenth-century genre painting— often equally intricate

and challenging— is so often dismissed as merely "literary" or "sentimental," irrelevant to

the major, generally formal, issues raised by the art of the period. Osborn's Nameless and

Friendless is one of the rare nineteenth-century paintings to deal directly with the lot of the

woman artist. ls6 Osborn was keenly aware of the economic dimensions of this problem, so

often stressed in women's demands for more adequate academic training. For the Royal

Academy Exhibition of 1857 she subtitled her work with a verse from Proverbs (10:15): "The
rich man's wealth is his strong city. The poverty of the poor is their ruin."

Nameless and Friendless is a fine example of English narrative painting, a mode of expression

that Hogarth had made popular in the eighteenth century and that continued to flourish during

the nineteenth. The whole point of narrative painting is to tell a story— generally a story

with a moral and with clear psychological overtones— within a realistically detailed setting

that underscores the implications of the theme as it establishes the social position of the char-

acters. The pictorial elements available to the narrative painter— line, shape, color— are, of

course, the same ones available to the staunchest advocate of pure painting: it is just that for

the narrative painter, like Emily Osborn. these elements are viewed as means rather than as

ends in themselves.

A painting like Nameless and Friendless was meant to be "read" rather than merely looked at.

to arouse moral feeling rather than simple appreciation of its visual qualities. Indeed, it may
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remind us of an episode— visually condensed — from a nineteenth-century novel, which

English women above all others excelled at writing. Such a work necessarily employs some of

the strategies of literature, or of the theater, or of the sociological study. And. in its emphasis

on significant details and meaningful gestures, and in its focus on the "dramatic" moment, it

foreshadows similar elements in early films. The heroine occupies the center of the stage.

emphasized by the sharp vertical of the shop window and the pallor of the prints behind her. as

well as by the light falling on her face and hands. The pathos of her situation— social, finan-

cial, professional, and sexual — is clearly established by both the larger elements of the com-

position and the smaller details of her surroundings. That she is an unmarried orphan is

indicated by her black dress and ringless left hand; that she is poor, by her worn-out clothes,

unfashionable shawl, and shabby dripping umbrella; that her social position is low is brought

out by the eloquent emptiness of the chair against which the umbrella is propped: had she

been a wealthy lady client rather than a nameless and friendless woman painter, she would

naturally have been sitting down rather than standing up. With downcast eyes and fingers

twisting the string from her packet, she awaits the verdict of the dealer, whose skeptical gesture

is tellingly contrasted with her nervous one. At the same time, the skepticism or indifference of

the dealer and his assistants is contrasted with the insolent, obviously sexual interest aroused

in the two wealthy clients to the left. who. in the arrogant nonchalance of their poses and the

flashy elegance of their dress, offer a contrast both to the genteel poverty and modest demeanor

of the girl and to the more "commercial" appearance and bearing of the shop personnel. 197

Distinctions of class, wealth, and sex— perhaps the last above all — are thus clearly indicated

through the imagery of Osborn's painting. It is certainly significant — or would have been to

the mid-nineteenth-century viewer— that the two connoisseurs ogling the vulnerable heroine

are looking up from a print of a scantily clad dancing girl: obviously their interest in art, like

their attention to the young artist, is motivated more by prurience than aesthetic concern. And
while the rainy weather is, perhaps, simply a realistic depiction of English climate, it also helps

to suggest the hard life that an unprotected young woman must endure in the city. How dif-

ferent from the mood of Edith Hayllar's A Summer Shower (cat. no. 103). in which the rain

only emphasizes the cosiness of the home that shelters the players. Implicit in both of these

works is the conventional nineteenth-century view of the young lady; a creature safe only in

the protected environment of home and family, a being immensely vulnerable once she ven-

tures into the jungle-world of commerce. Although women artists may indeed have been a fact

of life in the nineteenth century— and there was simply no way that their presence could be

ignored— they were nevertheless to be kept in their place. Both the general rules governing

the conduct of women and the critics saw to that, even in the somewhat more relaxed climate

of France. During the Second Empire, even quite liberal thinkers like Jules Simon— in his

socially progressive study. The Working Woman, published in 1861 — condemned women to

merely reproductive and repetitive tasks in design and industry, because of their obvious

incapacity for any work demanding initiative or imagination. 19* In the same vein, Leon

Legrange. in an important article published in the Gazette des beaux-arts in 1860. condescend-

ingly delegates to women pastels, porcelains, miniatures, and flower painting: "What more

delicate hand could decorate the fragile porcelains with which we love to surround ourselves?

Who else could so well reproduce on an ivory cameo, and with a more exquisite feeling of

natural tenderness, the features of a beloved child?" demands this author. "And who else but

women would have the careful patience to hand-color botanical plates, pious images, and

prints of all kinds?" he continues.
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Separate but unequal is the leitmotif often repeated in such discussions of the woman artist's

accomplishments: "Male genius has nothing to fear from female taste." declares Legrange.

"Let men conceive of great architectural projects, monumental sculpture, and the most ele-

vated forms of painting, as well as those forms of the graphic arts which demand a lofty and
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ideal conception of art. In a word, let men busy themselves with all that has to do with great

art. Let women occupy themselves with those types of art which they have always preferred,

such as pastels, portraits, and miniatures. Or the painting of flowers. ... To women, above all.

falls the practice of the graphic arts, those painstaking arts which correspond so well to the

role of abnegation and devotion which the honest woman happily fills here on earth, and which

is her religion." 199 Julie Victoire Daubie. a French feminist and the first woman to present

herself for the baccalaureate examination, protested vigorously against this sort of hypocritical

rationalization of injustice. In her remarkable study. Lafemme pauvre au XIXe si'ecle (The

Poor Woman in the 19th Century) of 1866. she demanded complete equality in the education

of women artists, including access to the Ecole des Beaux-Arts and even to the competition for

the Prix de Rome. Like her English contemporaries she based her argument on sheer economic

reality: the fact that women artists, granted inferior compensation because of their limited

access to education and competition, were thereby denied a living wage.200

But bold statements like Daubie's were generally ignored. By the seventies and eighties, women
art students from all nations were flocking to Paris in search of instruction in private studios,

most notably the one run by the former prizefighter M. Julien (or Julian, as it is often spelled).

where they could work from models and receive criticism from such eminent academic artists

as Tony Robert-Fleury or the somewhat more "advanced" Jules Bastien-Lepage. Yet they were

still hemmed in by the restrictions governing feminine behavior. Cecilia Beaux's cousin sug-

gested that Cecilia (see cat. nos. 99-101) would be "quite declasse if she accepted the invitation

of an American friend to escort her to the Salon";201 and the rebellious Marie Bashkirtseff

repeatedly deplored the lack of freedom and opportunity that, she felt, had invidious effects

upon her— and all women's— art. "1 wrote to Colignon [E. Collignon ( 1822-1890). a minor

artist?] that I wished I were a man." she records in the pages of her journal: "I know that 1

should become somebody: but w ith skirts— w hat can one do? Marriage is the only career for

women: man has thirty-six chances, woman has but one. the zero like the Bank. But the Bank

gains in any case: we pretend that it is the same w ith woman: but that is not true."202 At another

time she complains that the men students at Julien's class have three artists to criticize their

work while the women have only one:203 later she angrily inveighs against her lack of oppor-

tunity as a woman: ".
. . We went to the Ecole des Beaux-Arts. It is enough to make one cry

with rage. Why can not I go and study there? Where can I get instructions as complete as

there''" 5 " 1

The strictures placed on the freedom of women artists, as well as the overt denial to them of

the professional opportunities, rewards, and institutional legitimization offered to their male

colleagues, can only be understood in the broader context of women's position during the

nineteenth century. To the preservers of the status quo. women's demands for professional

equality were often equated w ith w ider assaults on the social framework, w ith atheism, anarch-

ism, socialism, and free love. Not only were professional women seen as threatening com-

petitors, but their very existence was viewed as inimical to the sanctity of the family, to

woman's "God-given" or "natural" destiny as wife, mother, and guardian of the home. The
constant references to the woman artist's inborn delicacy and refinement of feeling, the

repeated attempts to protect her from exposure to nudity or the hazards of "coarsening"

competition, and the establishment of specific restrictions to prevent fully qualified women
from being accepted into the most prestigious professional organizations— all of these were

responses to what were felt to be very real threats to the status, power, and. not least, the

convenience of the men who controlled the various "Establishments." Nor was hostility to

women's self-development or professional achievement by any means confined to the ranks of

the politically conservative, as a glance at Daumier's lithograph series The Blue-Stockings of

1844 or his Socialist Women of 1849 will reveal. Seen in this light, the constant solicitude for

women's weakness, their sexual purity, their social vulnerability, can be understood as a lightly
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veiled threat, a way of keeping them in their place by "protecting" them from serious achieve-

ment — and independence.

The result of such discriminatory attitudes— whether veiled or overt— was often achieve-

ment at a level of competent mediocrity by those women artists tenacious enough to pursue

professional careers. The names of Louise Breslau (18587-1928), Louise Abbema (1858-1927),

and Virginie Demont-Breton (1859-1935), once quite well known, have sunken into oblivion.

While one can certainly blame changes in taste for this current neglect, a neglect that until

recently obscured even the career of the extraordinarily successful Rosa Bonheur (and of

course, those of many of these women's male contemporaries), it must be admitted that women
artists were rarely — with the notable exceptions of Berthe Morisot (see cat. nos. 84-88) and
Mary Cassatt (see cat. nos. 89-95)— among the most daring or innovative painters of the period.

Simply being persistent enough to devote a lifetime of effort to being a serious artist was a

considerable accomplishment for a nineteenth-century woman, when marriage and its con-

comitant domestic duties so often meant the end of even the most promising careers.

Perhaps better than any statistical or sociological study, two novels, one English and one

American, cast light on the situation of the woman artist in the nineteenth century. They are

interesting not merely for what their authors consciously recount, but for the unconscious

attitudes— the ideological assumptions— they unwittingly reveal. In the more conventional

of the two— Olive, by Dinah Maria Craik— the fact that the young painter-heroine lives

alone, strives for fame and independence, and actually supports herself through the sale of her

art is at least partially justified by the fact that she is crippled, and thus automatically con-

siders herself ineligible for woman's "natural" destiny. Yet the book has a "happy" ending

nevertheless— happy, that is, by nineteenth-century standards. In the end, to paraphrase

Patricia Thomson's discussion of Olive in her provocative study, The Victorian Heroine, Mrs.

Craik, having shot her bolts in the course of the novel, is content to let her heroine, whose

ultimate greatness the reader has never doubted, sink gently into matrimony. "Of Olive,"

Thomson states, "Mrs. Craik comments imperturbably that her husband's influence is to

deprive the Scottish Academy of 'no one knew how many grand pictures'."205

Elizabeth Stuart Phelps' The Story of Avis, published in 1877, is a darker, more unconven-

tional vision. It chronicles the tragic life of a brilliant young woman artist, whose early promise

is destroyed, as inevitably as that of any hero in Zola or Dreiser, by the interplay of biological

and social forces. 206 Although the novel is often awkward, overwritten, and melodramatic, it

nevertheless still has the power to move and convince. The message of The Story of Avis is

that the life of the artist and that of the wife and mother are utterly incompatible; in short, that

marriage destroys for women any possibility of creative achievement. Avis, a young woman of

New England, has recently returned from brilliant successes in Paris, where she had been

encouraged to pursue her calling by the great Couture himself. She is determined to dedicate

her life to art— great art, this is— to become, in fact, a vestal virgin of painting. In a moment
of exaltation, she envisions a mighty mural of feminine experience: "Instantly, the room

seemed to become full of women. Cleopatra was there, and Godiva, Aphrodite and St.

Elizabeth, Ariadne and Esther, Helen and Jeanne d'Arc, and the Magdalene. Sappho, and

Cornelia,— a motley company. These moved on solemnly, and gave way to a silent army of

the unknown. They swept before her in file, in procession, in groups. They blushed at altars;

they knelt in convents; they leered in the streets; they sang to their babes; they stooped and

stitched in black attics; they trembled beneath summer moons; they starved in cellars; they

fell by the blow of a man's hand; they sold their souls for bread; they dashed their lives out in

swift streams; they wrung their hands in prayer. Each, in turn, these figures passed on, and

vanished in an expanse of imperfectly defined color like a cloud, which for some moments she

[Avis] found without form and void to her. ... In the foreground the sphinx, the great sphinx,
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restored. The mutilated face patiently took on the forms and hues of life: the wide eyes met

her own: the dumb lips parted: the solemn brow unbent. The riddle of ages whispered to her.

The mystery of womanhood stood before her, and said. 'Speak for me'.'"207 Alas for the mys-

tery of womanhood, poor Avis is destined never to speak for it. nor for herself, through her

art at all. Forced against her better judgment into a disastrous marriage with a weakling and

failure, she is gradually weighed dow n w ith the increasing demands of motherhood and house-

work and brutalized by economic hardship. After the tragic death of her ne'er-do-well husband,

when she at last attempts to return to her art— a tired, middle-aged woman— she finds

herself no longer capable of anything but the lowest hackwork: her powers have disappeared

along w ith her youth.

Significantly, at the same time that The Story of Avis was being written, another young Ameri-

can woman artist was studying in Paris and sending her work to the Salon, but. unlike Avis,

feeling increasingly dissatisfied with the conventional ideals of academic art. In the very

year that Elizabeth Stuart Phelps' tragic novel was published. Mary Cassatt. whose work had

been rejected for the Salon of 1877. was invited by Degas to join a group of "Independants."

She quickly accepted his invitation, later confiding to her biographer: "At last I could work

with absolute independence without considering the opinion of a jury. I had already recog-

nized who were my true masters. I admired Manet. Courbet. and Degas. I hated conventional

art— 1 began to live."208 Certainly the most important woman artist of the nineteenth century,

she is also worthy of consideration as the most significant American artist, male or female, of

her generation. Capable of turning her hand to oils, pastels, murals, and. above all. to brilliant

printmaking: dedicated to her work throughout a long and productive lifetime: independent

in her art. though hardly unconventional in her personal behavior. Cassatt offers the happy

example of a nineteenth-century woman artist who bypassed both competent mediocrity and

the relatively rare popular notoriety of painters like Bonheur or Butler to reach genuine

achievement. Unlike the heroines of Olive and The Story of Avis, she never married.
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If we must reject the empty fetishes of "The Eternal Feminine," or of "Feminine nature," we

must nevertheless recognize the fact that there are women, and that the fact of being one puts

one into a special situation. — Sylvie Le Bon. 1975

In the face of the enormous range and variety of paintings by twentieth-century women, it

would indeed be futile, if not impossible, to talk of a "women's style" or a "feminine sensi-

bility." There certainly seems to be no mysterious essence of femininity relating Liubov

Popova's sharply abstract Architectonic Painting of 1917 (fig. 34) to Florine Stettheimer's

wittily decorative Family Portrait //of 1933 (fig. 35). nor connecting Paula Modersohn-

Becker's monumental Mother and Child of 1906 (fig. 36) with the staccato audacities of

Hannah Hoch's Cut with a Kitchen Knife of 1920 (see also cat. nos. 141, 142). And surely

Gabriele Miinter's Man in an Arm Chair (Paul Klee) of 1913 (fig. 37). like her other works of

this period (cat. nos. 1 19. 120). can be compared more profitably with those by other members

of the Blue Rider group, male and female, than with those by contemporary yet stylistically

disparate women artists like the French Marie Laurencin (see cat. no. 131) or the Canadian

Emily Carr (fig. 38).

Yet to discard obviously mystificatory, essentialist theories about women's "natural" direc-

tions in art is by no means to affirm that the fact of being a woman is completely irrelevant to

artistic creation. That would be tantamount to declaring that art exists in a vacuum instead of

in the complex social, historical, psychological, and political matrix within which it is actu-

ally produced. The fact that a given artist happens to be a woman rather than a man counts

for something: it is a more or less significant variable in the creation of a work of art, like
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being an American, being poor, or being born in 1900. Like any other variable, little can be

predicted on its basis in isolation from the specific context in which it exists.

The artist's sense of the creative self as a woman— her concentration on what is generally

considered woman's realm of experience, either because of social pressures or personal choice

— may play a greater or a lesser role in women's work, depending on the circumstances. There

have been women artists like Gwen John who deliberately restricted herself to a rather narrow

range of female subjects (fig. 39. cat. no. 1 13), or like Frida Kahlo, who turned to herself and

her own peculiarly feminine obsessions and dilemmas for subject matter (fig. 40, cat. no. 157).

At times when the issues of women's rights, status, and identity have been critical — at

present, for example, and in the late nineteenth and early twentieth centuries— this sense of

the creative self as a woman could play an important role, not merely in choices of subject

matter, but in more subtle pictorial variations, as it seems to have done in the work of Paula

Modersohn-Becker (see cat. nos. 1 14-18) and Kathe Kollwitz (see cat. nos. 105-7). At other times

the presence of allegedly "feminine" elements of form or content in the work of art is ambigu-

ous, often, as in the case of Georgia O'Keeffe's flower paintings, hotly affirmed by both admir-

ing and disparaging critics, and as hotly denied by the artist herself.209 Given the complexity

and richness of this field of investigation, it seems wise to restrict the present discussion to a

few of the many issues raised by the work of women artists in the first half of the twentieth

century: the relation of women artists to the decorative arts; the question of national varia-

tion in relation to women's achievement; and the issue of "feminine" subject matter and style.
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Women and the Decorative Arts

The feminine presence in the field of the decorative arts, more specifically, those related to

textiles— weaving, embroidery, stitchery— is a time-honored one. 210 Indeed, women have

continued to make significant contributions in this area through the nineteenth and twentieth

centuries. For example, exhibits— rather conventional ones, to be sure— of lace, embroid-

ery, tapestry, and needlework were prominent among the works illustrated in the official

publication of Art and Handicraft in the Woman's Building of the World's Columbian Expo-

sition in Chicago in 1893. Later, the leading weavers and tapestry makers at the Bauhaus—
Anni Albers. Ruth Consemiiller. Gunta Stolzl, Otti Berger, Benita Koch-Otte— were

women. 2 " Nevertheless, this traditional relation, or perhaps relegation, of women to the dec-

orative arts was complicated by a variety of social and economic as well as ideological factors

at the turn of this century. One complicating factor was the ambiguous status and prestige

accorded to the decorative arts themselves, especially in relation to the so-called high arts of

painting and sculpture. Another was the complex relationship of the decorative arts to the

evolution of abstract painting and the subsequent development of an abstruse mystique to

differentiate the latter from the former. Still another factor was the social, political, and moral

implications associated with the promotion of the handicrafts and with education in design,

especially in Great Britain during the latter part of the nineteenth century.

Have women simply been shunted off into the so-called minor or decorative arts because

these were considered less demanding and were certainly less prestigious? It is undeniable

that English women were admitted to the Schools of Design, both the Branch Schools and their

own Female School in London, long before they were admitted, in any significant numbers,

to the teaching facilities of the Royal Academy. The ranks of these schools were swelled

not merely by the working-class girls for whom this sort of training, aimed primarily at

industrial design, was originally intended, but by vast crowds of impoverished young ladies

who were in desperate straits trying to find employment in the arts, primarily as governesses.212

Even earlier, in France, Mme. Frere de Montyon. a student of Restout's. had founded the

Ecole Gratuite de Dessin pour les Jeunes Personnes, a school established in 1805 to help

penniless young women become self-supporting, an enterprise perhaps intended as much as an
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aid to public morals as to encourage artistic ability. The Ecole Gratuite de Dessin was brought

under government jurisdiction in 1 8 10.213

The democratizing effort to extend knowledge of the applied arts to the lower classes— and

to women— was carried further in subsequent attempts to break down completely the bar-

riers between high art and the decorative arts. The attempt reached a climax in Great Britain

during the late nineteenth century with the program of social transformation proposed by

John Ruskin and, especially, by William Morris. Interestingly enough, women seem to have

served little more than a purely inspirational function for Morris and his followers, although

both Janey and Ma> Morris produced embroidery for the cause of arts and crafts. Women in

late nineteenth-century England certainly made contributions to porcelain painting, textiles,

embroidery, and. often anonymously, to patchwork and other forms of stitchery, and of

course Kate Greenaway was active as an illustrator and tile-designer, influencing Gauguin

and many other painters. Nevertheless, women as a group were not prominent in the English

Arts and Crafts Movement. In Scotland, however, two unusually gifted and productive sis-

ters. Frances Macdonald (1874-1921) and Margaret Macdonald ( 1865-1933) (fig. 41) made

major contributions in design. Margaret later married the innovative architect and designer

Charles Rennie Mackintosh, and as members of his circle both sisters created imaginative

curvilinear designs for architectural ornaments, metalwork. embroideries, and stained glass,

as well as watercolors that often hover on the brink of abstraction.

Although the effort to overthrow the hegemony of "high art" by merging it with the "minor"

arts, an effort that has characterized one current of vanguard ideology from Synthetism to

Constructivism, is by no means a feminine invention, the extent to which the decorative arts,

especially those involving textiles, have played a role in the careers of advanced women
artists is striking. Yet even though their achievements in these realms are often brilliant, the

fact that painters like Nataliia Goncharova (see cat. nos. 123, 124). Alexandra Exter (see cat.

nos. 125-27). Liubov Popova (see cat. no. 143). and Varvara Stepanova; Sophie Taeuber-Arp

(see cat. nos. 144. 145) and Vanessa Bell (see cat. no. 122): Marguerite Zorach and Sonia

Delaunay (see cat. nos. 128-30) were involved in textile design, weaving, tapestry making, and

costume design nevertheless has equivocal implications. On the one hand, for a woman artist

to "return," as it were, to her traditional role in the minor arts, generally less conducive to fan

and fortune than a career in painting or sculpture, can be viewed as a retrograde step. Yet from

another vantage point, we can say that advanced women artists involved in the decorative arts

in the early twentieth century were contributing to the most revolutionary directions— both

social and aesthetic— of their times.

Marguerite Zorach may indeed have turned from painting to embroidering tapestries after

the birth of her second child, when she "no longer had the hours of uninterrupted concen-

tration that she required to work out her personal views on canvas,"214 and Sonia Delaunay

may have moved from monumental Orphist canvases to fabric and dress design (fig. 42) in

order to support her husband and herself after the loss of her private income following the

Russian Revolution. Nevertheless it is also true that Zorach's needlework, in many ways

more original and interesting than her paintings, received more exposure and critical atten-

tion than her canvases during the 1920s and '30s,215 and that Delaunay had had considerable

success in the applied arts before the loss of her income216 and continued to make some of

her most original contributions in this area throughout her career. Certainly the experiences

of Sophie Taeuber-Arp and Vanessa Bell in the decorative arts exerted a progressive influ-

ence on their "high art" creations. Taeuber-Arp. who began as a textile specialist and taught

weaving and embroidery at the Arts and Crafts School in Zurich, may well have influenced

her husband, Jean Arp. in the direction of greater abstraction as a result of the embroidery

and weaving they did together at the time of the first World War. Indeed, it was probably
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precisely because of her background in the decorative arts that Taeuber-Arp was one of the

first artists to think of abstraction as a natural point of departure rather than the end of a long

process of evolution from representation.217 Vanessa Bell's participation from 1913 to 1919

in Roger Fry's Omega Workshops, for which she designed screens, textiles, and mosaics,

seems to have intensified her penchant for abstract colorism and bold surface treatment

(fig. 43) which had already been stimulated by contact with the Fauves and Cubists.218

For many of the Russian avant-garde artists of the early twentieth century, dedication to the

applied arts constituted a revolutionary challenge to the whole mystificatory, reactionary

ideology of traditional "high art." "Under pressure from the revolutionary conditions of

contemporaneity, we reject the pure forms of art. We recognize self-sufficient easel art as

being outmoded and our activity as mere painters as being useless. . . . We declare product-

ional art to be absolute and Constructivism to be its only form of expression." Thus the group

of avant-garde artists, including Alexandra Exter, Liubov Popova, and Varvara Stepanova.

who met at the Moscow Institute of Artistic Culture in 1921. announced their entry into the

world of industrial design— more specifically, in the case of the women artists, into that of

innovative clothing and textile design.219 Artists like Goncharova. Olga Rozanova (see cat.

no. 133). and Kseniya Boguslavskaya had made semi-abstract and Suprematist contributions

to textile and dress design in the years preceding the Russian Revolution,220 and both Exter

and Mukhina had created more individualistic and elegant fashions and theater costumes

in the early 1920s. But Popova and Stepanova, probably the first women artists to be employed

as professional designers in the Russian textile industry, attempted even more boldly to adapt

mass-produced clothing and fabrics to the new demands of a revolutionary society. Both

worked on various kinds of "stereotype" garments: clothing designed to the specification of

different jobs or situations— comfortable, functional, and devoid of unnecessary decoration.

In so doing, they managed to bring about the extension of art into life that was the leitmotif

of the revolutionary art theory of their times, creating fabrics and costumes that still look

attractive and contemporary.

A similar impulse to break down the barriers between art and life motivated Russian-born

Sonia Delaunay in the creation of her famous robe simultanee ("simultaneous dress") of 1914.

her collaboration in innovative book-design with the poet Blaise Cendrars (cat. no. 129) in

the same year, her creation of avant-garde theater costumes in the early 1920s and of designs

for commercially produced fabrics and dresses throughout the twenties (fig. 42). During the

same decade Delaunay also turned to furniture design and interior decoration, even having a

Citroen automobile painted in colorful rectangles after one of her textile patterns to serve as

an appropriate background for the Jacques Heim turnouts executed from her designs. 221

Among her more recent works is an important group of monumental, abstract tapestries.222
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In attempting to evaluate women artists' contributions to the decorative arts, much depends

on one's attitude toward the relative importance of the "high" versus the "applied" arts. If we

consider painting the ultimate form of aesthetic expression, then it will be a foregone conclu-

sion that Sonia Delaunay made a sacrifice by neglecting her monumental abstract canvases

to produce fabrics and fashions, while her husband, Robert Delaunay. was permitted to con-

tinue his calling as a painter and. perhaps even more important, as a theorist of abstract art.

If. however, we take a less conventional view of what constitutes value in the avant-garde

production of the twentieth century, we can see that women artists, by remaining faithful to

their time-honored role as decorative artists, have advanced the cause of abstraction and, at

the same time, spread its message beyond the walls of the studio, museum, and gallery into

the realm of daily life— a goal devoutly sought by artists— whether "high" or "applied."
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Women Artists and the Question of National Origin

Why have women artists as a group seemingly flourished in certain national situations and

not in others? What, for example, accounts for the appearance of a remarkable group of

innovative women artists in Russia at the beginning of the twentieth century or for the

unusual number and productivity of women in the New Deal art programs of the United

States 0223

To study the case of the Russian women— Goncharova. Exter. Popova, Udaltsova (see cat.

no. 132), Rozanova. Stepanova. Serabriakova, and others— one must leave the realm of art

history and turn to an investigation of the unusually important role played by women in the

intelligentsia and the related radical political movements in nineteenth-century Russia.

Among left-wing intellectuals of that period, women were generally accepted as complete

equals by male colleagues or co-conspirators; among conservatives, women students were

viewed as particularly pernicious enemies of the Establishment. With many ups and downs,

it is true, determined Russian women pursued professional education in the second half of the

nineteenth century, going abroad in relatively substantial numbers when prevented by a ner-

vous and inconsistent bureaucracy from pursuing their studies at home. For example, in the

summer term of 1873. there were 96 Russians among the 1 10 women students at Zurich

University, mainly studying to be doctors.224 Russian women students differed from Western

European feminists in that they were almost completely integrated with the radical political

movements of their time and were primarily motivated in their search for knowledge and

power by a desire to serve the people. From the 1860s on. they began to fill not only univer-

sities but prisons and fortresses.225

The kursistka. or woman student, was a recognizable revolutionary type, in fact the very per-

sonification of radical activism, and was painted several times by Nikolai laroshenko (1846-

1898): his most important version of this subject, exhibited in 1883. aroused a good deal of

political controversy. The major nineteenth-century Russian realist, Ilya Repin (1844-

1930). painted A Woman Revolutionary in Prison Awaiting Execution in about 1884, a sub-

ject later identified with a well-known revolutionary martyr. Vera Figner. who had become

the leading member of the terrorists' Executive Committee following the execution of another

woman "regicide."' Sophia Perovskaya. Repin had originally intended to make the exemplary-

figure of a political dissident returning from exile in his They Did Not Expect Him of 1884-88

a young woman, a kursistka figure to be precise, representing both the men and women of the

new. revolutionary generation. 2 -''

Among the great pre-Revolutionary heroes were many important heroines, often living in

communal quarters w ith their male counterparts, "going among the people." suffering and

making sacrifices on a completely egalitarian basis. In the first of the great political trials of

1877. for instance— the so-called "Trial of the Fifty"— almost half of the accused were

women, dubbed the "Moscow Amazons." The names of Sophia Bardina. Lydia and Vera

Figner. Betty kaminskaya. Breshkovskaya. Sophia Perovskaya. Vera Zasulich. and Ludmila

Volkenstein, as well as many others, are preeminent in the annals of nineteenth-century Rus-

sian revolutionary history. Indeed, one of the Czarist ministers of the 1870s attributed the

success of the revolutionary propaganda campaign chiefly to the surprisingly large number of

women among the conspirators. 227 Some women, like Valentina Semonovna Serova (1846-

1924). mother of the artist V. Serov. were active in both politics and the arts. This talented

and energetic woman, an associate of many of the leading cultural figures of her day. including

Tolstoi. Turgenev. Repin. Tchaikovsky, and Wagner, wrote five operas that she termed "ideo-

logical." one dealing with the condition of the peasantry, another based on the events of the

Revolution of 1905.228
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Against this background, the vigor, independence, and iconoclastic daring of the Russian
women artists of the early twentieth century seem less unprecedented if no less dazzling.

Nataliia Goncharova. for instance, seems to have been on a level of complete equality with

her avant-garde male colleagues, especially with Mikhail Larionov (1881-1964). with whom
she worked closely. At first glance her work seems devoid of any particularly "feminine"
qualities that would distinguish it from the work of the vanguard male painters of her time
and place. Indeed, the impassioned catalog preface to her one-woman show of 1913 reveals

that Goncharova was far more concerned with establishing her identity as a Modernist and a

Russian than as a woman.229 The "masculine" subject of electrical equipment— at that time
the very quintessence of the progressive and dynamic— seems to have particularly fascinated

her. Canvases like The Machine's Engine (1913. Paris. Galerie Loeb). Electricity, Dynamo
Machine, and Electric Lamp (fig. 44).230 created during her productive Cubo-Futurist phase,

express this preoccupation. Interestingly enough. Sonia Delaunay. Russian-born although
working in Paris, created her enormous light- and color-filled abstract canvas entitled Electric-

Prisms in 1914 (fig. 45). One recent scholar. Marina Tsvetaieva, has claimed that Goncharova
was the first artist to introduce the mechanical into painting; certainly she was the first to treat

mechanical objects as though they had a life of their own. maintaining that "the principle of

movement in a machine and in a living being is the same, and the joy of my work is to reveal

the equilibrium of movement."231

r\
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Still, it is interesting to notice how often within the sexually neutral, or even "masculine."

and always vigorously avant-garde imagery of Goncharova intrude references— sometimes
ironic or rather subversive— to the artist's gender. The Laundry ( London. Tate Gallery) of

1912 may illustrate the "machine aesthetics." but it does so in terms of a traditionally feminine
familiarity with hand-irons, laces, shirts, and collars, and The Street Wall (Ostrich Plumes
and Ribbons) of 1912. with its elegant ladies' accouterments. is also provocatively "feminine"

in its iconography, compared to similar paintings by male artists.232 One wonders, too. if it

was mere chance that led Olga Rozanova to create Workbox of 1915, a brilliantly inventive

collage— oil. paper, and lace on canvas— using women's traditional sewing materials as

both iconography and substance. 2

M

Like Goncharova. she was concerned chiefly with machine
themes at this time, and by ca. 1916. like Popova and Exter. had moved on to pure abstrac-

tion of the most architectonic and non-referential sort.

In the case of the remarkable efflorescence of women artists in our own country during the

1930s, the issue is not so much that of radical stylistic innovation as of the sheer numbers of

women involved and the range and variety of their pictorial expression. In this case. too. the

status of women artists can be properly appreciated only within the larger context of the New
Deal art programs and. to a lesser degree, in relation to American women's status in the pro-

fessions. Just the fact that a 1935 survey of professional and technical workers on relief showed
that about 41 r

i- of all artists receiving assistance were women suggests their relative impor-

tance in the field. Women were also prominent among the professional administrators of the

federal art programs, women like Juliana Force, who became the regional director of the

Public Works of Art Project, and Audrey McMahon. who acted as director of subsidized art

production in New York State throughout the thirties.
23,4 As K. A. Marling has pointed out.

many of the women involved in the Federal Art Project and other government programs had

achieved high positions even before the establishment of the New Deal agencies of patronage.

Nevertheless, the "gender-blind" consideration of aspiring artists under the New Deal pro-

grams not only created an often exhilarating esprit de corps— perhaps an unfortunate

expression under the circumstances, but still apt— that united artists of both sexes, but at the

same time did much to meet the demands of women artists for two kinds of rights: the right to

participate and the right to be judged on the same basis as men. In Marling's words: "The
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catastrophe of the Great Depression, by placing art under the jurisdiction of government for

nearly a decade, answered both demands. The art projects sanctioned and consolidated the

gains of a century ofwomen's struggles for access to training, and for professional recogni-

tion, by coming to the rescue of artists to whose skills and cultural contributions sexual labels

were no longer germane. Clearest proof of women's attainment of the right to dispassionate

judgment appears in the procedural guidelines followed by the federal Section of Fine Arts.

The Section, a non-relief patronage program charged with providing American mural decor-

ation of the highest available quality for public buildings, awarded commissions on the basis

of 'anonymous competitions." Artists were instructed to submit their sketches unsigned. . . .

Government juries were not alerted to the gender of the competitors. . .

."2:!5 The government

art programs did not. of course, encourage the highest type of creative endeavor; although,

on the whole, they did not stand in its way if it should appear. What they did do was create a

relatively democratic, fair— and by implication, fair-to-women— system of supporting and

encouraging the arts in this country, a system that managed to patronize artists as different as

Marion Greenwood ( 1909-1970). who created massive Riveraesque murals, and Doris Lee

(b. 1905). with her chirpy regional genre scenes, as different as Lee Krasner (cat. no. 155) and

Isabel Bishop (cat. no. 151). Indeed, the impact of the New Deal can be seen even in the style

and subject matter of women artists who were not really connected with its art programs

because they did not need them, like Florine Stettheimer. v\ho nevertheless reveals a

decidedly New Dealish social consciousness in her Cathedrals of Wall Street ( 1939. New
York. Metropolitan Museum), featuring Mrs. Roosevelt and Mayor La Guardia.

The ultimate impulse behind the creation of greater opportunities for women artists through

the New Deal art programs seems to have been not so much feminism as egalitarianism: an

ideal perhaps largely mythic, like that of America as a great "melting pot," yet partly effective,

too. if only in eliminating a certain overt sexual bias in the distribution of largesse. In any

case, feminist consciousness does not seem to have played a major role in the conceptions of

many of the well-known women artists who participated in the New Deal programs.236 One
can discern occasional references to women's status and condition when these seem appro-

priate to the circumstances, as in Lucienne Bloch's mural Cycle ofa Woman's Life ( 1935,

destroyed) for the New York House of Detention for Women, in which she depicted the stages

of a woman's life with an integrated cast of characters or. more ambivalently, in Minna
Citron's highly satirical "Feminanities" series of 1935 in which the artist, in her own words,

attempted "to hold a mirror to the unlovely facets of a woman's mind."2
'

17 Both works are

simply individual instances in widely varied oeuvres; few of the major women artists of this

period, with the possible exception of Isabel Bishop, seem to have dedicated themselves to

themes particularly relevant to women. For most women artists on the Public Works of Art

Project, like Agnes Tait (cat. no. 147). it was the American scene, or, even more accurately.

as Marling has put it. "an interest in distinctly American forms of artistic expression and a

desire to view American art and life in a broader human and historical context" 2 '"* that was

the motivating force behind their creations.

The Issue of "Women's Imagery"

The notion that woman's experience as woman affords her a special vision of reality and

unique imaginative insights, thus providing a source of specifically "feminine" pictorial

imagery, is an issue that has been and continues to be hotly debated. Although it would seem

obvious from this exhibition that there are no particular stylistic features associated with the

work of women artists— "delicate brushwork." for example, or "pastel" colors— it is also

clear that in specific historical situations women artists have been encouraged to turn to cer-

tain areas of activity more than others: in nineteenth-century England, for example, they were

certainly directed more toward the modest realm of flower painting than the ambitious one of

the heroic mural. Indeed flower painting seems to have been favored by both amateur and
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Nataliia Goncharova
Electric Lamp. ca. 1912

Oil on canvas

Paris, Musee National d'Art Moderne
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Ibid.. 14
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For a reproduction of the Bloch mural, see ibid.. 22.

For one of Citron's paintings from the "Feminanities'

series. She Earns " In Honest Living" of ls>34. see

ibid.. 26.

238.

See Tait biography
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professional women artists from the seventeenth century down through the nineteenth and
even afterwards. Usually one suspects that the reasons are quite practical and unmysterious

ones, including accessibility of the subject and demand by the market. Yet even in this case it

is obvious that historical and local factors play a greater role in determining style than does

the sex of the artist. Rachel Ruysch's flower paintings look far more like those of her male
Dutch contemporaries than they do like the flowers painted by Maria Sibylla Merian or by

Georgia O'Keeffe. which in turn are clearly related to the stylistic context of their own time

and place.

The issue of "feminine imagery" and its complexities may conveniently be examined in the

work of two of the strongest German women artists of the early twentieth century: Paula

Modersohn-Becker and Kathe Kollwitz. A comparison of their work is revealing precisely

because the two painters are so close in time and place, because both are women, and because

in addition both created an iconography clearly centered about women and women's experi-

ence. Yet what strikes one about these two nearly contemporary artists, both women, both

German, and both devoted to the themes of women and children, is the difference in their inter-

pretation of these subjects. This difference is even more striking in that both artists depicted

proletarian women, the poor and the outcast, a subject which, in the traditional language of

nineteenth-century realism, had been used to convey a deep sense of fatalism, uncomplaining
acceptance of a hard destiny.239

By the end of the nineteenth century the peasant woman had become the very embodiment
of fatalistic conservatism, her major virtue that of endurance— a creature inescapably bound
to the unchanging cycles of nature and completely divorced from the dynamic forces of his-

tory. Modersohn-Becker's representations of old peasant women, like her Old Woman from
the Poorhouse of 1903 (cat. no. 1 15), are a kind of ultimate distillation of this imagery,

couched in an original language sparked by contact with the French vanguard — van Gogh,
Cezanne, and Gauguin— in which expressive color and daring simplifications of contour

become formal equivalents for the awkward, almost animallike endurance of her sitters. The
old peasant woman— passive, immobile, unprotesting— is literally at one with her natural

setting.

Nothing could offer a greater contrast to this image of static acceptance than Kathe Kollwitz'

etching of the same year. Revolt, from her series The Peasants' Revolt, created between 1902

and 1908. 240 A political activist living among the poor in Berlin and profoundly committed to

radical social change, Kollwitz envisioned the anonymous peasant woman as a dynamic force,

who galvanizes her fellow oppressed into action. Evidently Kollwitz conceived the protagonist

of Revolt from reading Zimmermann's classic Peasants' War, which gave the account of the

peasant woman "Black Anna," who incited her fellow peasants to action. As a young woman,
Kollwitz had responded to August Bebel's Woman under Socialism, first published in 1883,241

which connected the struggle for social democracy with women's fight for justice. In four

out of the seven prints of The Peasants' Revolt a woman figures as the protagonist.

J&^ ^©T
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Sonia Delaunay

Electric Prisms, 1914

Oil on canvas

98'/2 x 98 '/2 in. (250 x 250 cm.)

Paris. Musee National d'Art Moderne

Representations of the political activism of women— real women, that is, and not female

allegorical figures— and especially of proletarian women, are relatively rare in the painting of

the nineteenth century, although Kollwitz' conception is reminiscent of some of Goya's graphic

images of fiercely struggling peasant women in the Disasters of War. There did exist a popular,

folkloric tradition of the proletarian, female activist— aside from the saintly Joan of Arc, who,

significantly, is hardly ever represented in actual combat. The heroines of Auguste Le Barbier's

Jeanne Hachette at the Siege of Beauvais ( 1781, now destroyed but known through engrav-

ings) and of Horace Vernet's Scene of the French Campaign of 1814 (1826, New York, private

collection) are such figures. Going back even further, there is Pieter Bruegel's representation

239.

For a general discussion of the theme of the peasant

in French art of the second half of the nineteenth

century, see R. L. Herbert. "City vs. Country, the

Rural Image in French Painting from Millet to

Gauguin." Artforum, mil February 1970. 44-55.

240.

See Nagel. repr. 50 (see Kollwitz bibliography).

241.

See A. Bebel. Woman under Socialism, introduction

by Louis Coser. New York. 1971. for Kollwitz's

source of inspiration.
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ofthe legendary Mud Meg ( The Dalle Grid. ca. 1562-64. Antwerp. Museum Mayer van den

Bergh). a virago who has completely thrown off the yoke of male dominance and who. armed

with helmet, cuirass, sword, and a kitchen knife, confronts the devil himself with her savage,

unleashed energy, at the head of her brigade of women. And indeed, there is something dia-

bolic, like Mad Meg— that not-so-mad embodiment of sexual and social revolt — in the

shadowy, sinewy female figure of Kollwitz' Whetting the Scythe (cat. no. 105), another plate

from the Peasants' Revolt series, a figure whose intense concentration on the business at hand

contrasts so strongly with the quiet passivity ofthe old peasant woman by Modersohn-Becker.

Similar contrasts are revealed by Modersohn-Becker's and Kollw itz" approach to the perennially

popular subject of motherhood. Maternity is certainly one theme from the Neoclassical epoch

(fig. 24) down to the age of Surrealism (cat. no. 158) that can be said to have captured the

attention of women artists— those, of course, who have drawn on the experience of their own
lives and those of their fellow women for inspiration. This is not to say. of course, that this

subject has not appealed to men artists as well or that women artists are in any way "instinc-

tively" drawn to such themes: the whole tenor of this essay argues consistently against such

"innate" or "essential" proclivities on the part of women artists, or indeed against the exist-

ence of any specifically feminine tendencies whatever, apart from specific historical contexts.

That motherhood should have played such an important role in women artists' iconography

is hardly remarkable: historically it has been the central life experience for most women,
cutting across barriers of class, period, and nationality. Yet even in the case of this most uni-

versally popular of subjects, the variations on the theme are more striking than the similarities.

For women artists belonging to and identifying w ith the cultivated upper-middle classes, like

Berthe Morisot or Mary Cassatt. the theme ofthe mother and child is approached directly

and concretely, but with a certain reserved delicacy, a deliberate avoidance ofthe extremes

both of spirituality— i.e.. overt references to the traditional Virgin and Child image— and

of animal physicality — i.e.. Modersohn-Becker (fig. 36). In the work of Cassatt and Morisot,

one is made acutely aware ofthe precise level of elegance and refinement of these mothers

and their lovely offspring: indeed, part ofthe charm of these canvases lies in the subtle but

undeniable self-consciousness of distinction of form and of subject they convey to the spectator.

That Kathe Kollwitz' interpretation of maternal feeling should be radically different from Cas-

satt's or Morisot "s is hardly surprising. I ess expected, perhaps, is the striking difference

between her conception ofthe theme and that of Paula Modersohn-Becker. a contrast even

more surprising in that both of these artists concentrated upon the motherhood ofthe poor.

Like the old peasant woman, the lower-class mother had been a standard character in the

repertory of humanitarian realists during the second half of the nineteenth century. The
nursing mother as an image ofthe life force, of existence sustained at the most primitive level

and under the most reduced circumstances— this image was powerfully embodied by Daumier
in his Michelangelesque drawing. The Soup (ca. 1860-70. Paris. Louvre). It was given more
exaggerated expression, at times verging on the ludicrous or the grotesque, in the work of late

nineteenth-century Italians like Giovanni Segantini ( 1858-1899) in his The Two Mothers

(1889. Milan. Galleria d'Arte Moderna). in which a peasant mother and child are visually

associated with a cow and calf, or Teofilo Patini (1840-1906) in his Mud and Milk ( 1883.

Rome. Ministero di Agricoltura). in which the ragged mother, a proletarian madonna of

humility, nurses her infant while sitting in a stubble-covered field, protected by a battered

umbrella. The imagery ofthe nursing mother was certainly favored by an artist like Fritz

Mackensen. painter of The Nursing Infant ( 1892. Bremen. Kunsthalle) and a member ofthe

same Worpswede art colony where Modersohn-Becker worked and lived. In a canvas like

Mother and Child (ca. 1903, cat. no. 1 16). Modersohn-Becker has reduced the theme to its

Paula Modersohn-Becker

Self-Portrait, 1906

Oil on canvas

24 x 19u/, fi in. (61 x 50 cm.)

Basel, Offentliche Kunstsammlung
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pictorial essentials, and by removing the theme of maternal nourishment from history or social

circumstance has implied that motherhood is an instinctive— rather than a social

female function. On the other hand. Kathe Kollwitz, in her etching Poverty (1897, San Fran-
cisco, Achenbach Foundation), by portraying the poor mother who cannot feed her child has
inserted motherhood into the bitterly concrete context of class and history. Both these women
artists conceived of motherhood and the nurturing of children as the natural destiny of their sex.

But Kollwitz set forth the material circumstances that prevent the working-class mother
from fulfilling this natural destiny, thereby transforming her into the very personification of

the proletarian victim of history. Modersohn-Becker, especially in her extraordinary late works
(fig. 36), probably created while she herself was looking forward to motherhood, transforms the

mother into a being entirely transcending time or place, a dark, anonymous goddess of nourishment,

paradoxically animallike, bound to the earth and utterly remote from the contingencies of

history or the social order. While in some ways reminiscent of Gauguin's Tahitian women,
which Modersohn-Becker knew and admired (see fig. 46), these late mother and child paintings

are actually starker, more reduced to pure function, more boldly divested of any kind of

conventional beauty or softening appurtenances than any of Gauguin's female figures.

The dramatic but drastically simplified conception of feminine power expressed in Modersohn-
Becker's paintings had a powerful hold on the German imagination in the late nineteenth

and early twentieth centuries.242 One of its most explicit and elaborate formulations was that

by the scholar and would-be anthropologist, Johann Jakob Bachofen, who in his book Mother
Right, published in 1861 but not popularized until the 1890s and then revived in the 1920s,

claimed that women had originally dominated during the pre-historic stages of social evolu-

tion, when the Divine Mother had been the central cult image, the body had prevailed over the

mind, and "the eyes of humanity had been fastened on the earth." Maternity, Bachofen
declared, the central feature of this primeval stage of human development, pertained to the

physical side of humanity, the only side he felt that humans actually shared with the animals.243

Such theories identifying women with the realm of nature and reducing them to their purely

sexual dimension had wide dissemination in the early years of the twentieth century. D. H.

Lawrence is perhaps their major promulgator in the literature of the English-speaking world,

but his is simply the most convincing and coherent voice among many. In the visual realm,

it would seem that Georgia O'Keeffe (see cat. nos. 134-40), in her vastly magnified, frontal

flowers, like her Black Iris of 1926 (New York, Metropolitan Museum)244 or her suggestively

closed and open clamshells of the same year (private collection) is making similar claims for

the unity of the feminine and the natural order. In such imagery, the forms of nature, while

never losing their own integrity, exist at the same time as strong schematic metaphors of

female sexuality, universalized by their separation from any sort of concrete locale or visual

context. As such, like Modersohn-Becker's similarly isolated and powerful maternal images
— and analogous to the sexually awakened, intuitive heroines of D. H. Lawrence's fiction—
they function as potent and vastly attractive mythic projections of essentialist notions of fem-

ininity.245 Such images of female sexuality were basically apolitical if not outright conserva-

tive: woman, reduced to her sexual being, conceived of as a part of Nature, was the very

antithesis of historical action. Paradoxically, however, in the context of today's feminist activ-

ism, such imagery has acquired potent political implications, for woman's control over her

sexual destiny is now seen as a central issue in her struggle for self-determination. Nothing

could better demonstrate the complexity, and the basic ambiguity, of the issue of what consti-

tutes a valid "feminist imagery" than the recent transformation of the placid iris into a fight-

ing symbol. Having begun this discussion of women artists with one revolution, it is perhaps

appropriate that we end it with another, the feminist revolution of today, which, in a sense,

has brought into being a new history— a more valid, complex, expansive interpretation of

the past — in art, as in every other realm of human experience. Linda Nochlin

Bachofen's notions. See J. J. Bachofen. Myth, Reli-

gion, and Mother Right: Selected Writings of J. J.

Bachofen. trans. R. Manhetm. Princeton. 1967. Also
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Artemisia Gentileschi

Judith and Maidservant with the Head of Holofernes

70



14.

Artemisia Gentileschi

Fame
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Flowers in a Glass Vase
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Vanitas
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Elisabetta Sirani

Porcia Wounding Her Thigh
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Still Life with Flnwers and Plums
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Anna Dorothea Lisiewska-Therbusch

Portrait ofJacob Philipp Hackert
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The Seller of Tisane
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Angelica Kauffman

Cornelia. Mother of the Gracchi
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.Anne Vallayer-Coster

The WTiire Soup Bowl
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Dizabeth \ igee-L«bnin

V ar\ara Ivanovna Sanshkine
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Marie Genevieve Bouliar

Portrait ofAdelaide Binart iSime. Alexandre Lenoir/
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Marie Eleonore Godefroid

The Sons of Marshal
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Antoinette Cecile Hortense Haudebourt-Lescot

Self-Ponrait
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Rosa Bonheur

Gathering for the Hunt
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Mrs. Sturgis and Children
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Man. Cassatt

Young Woman in Black
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Quairc Bras
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Cecilia Beaux

Sita and Sarita
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Edith Hayller

A Summer Shower
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Beauty Contest
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Gabnele Miinter

The Green House
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Portrait ofLarionov
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The Flamenco Singer ( The Large Flamenco),

detail
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1 oina Iccrlinc

blemish, ca 1520-1576

Although the life of I cv ma I ecrlilK in much hotter documented than

those of man) women m this exhibition, not one work ean he securel)

attributed to her She was the eldest of five daughters horn in Bruges

to Simon Benninck i 1483/84-1 SM ». a K>ok illuminator and miniature

painter ' She and her husband are still recorded in Bruges Ml I ebiuai\

4. 1 545,' but soon after the\ left tor I OOdOfl and the court of Henr\

v in In Novembei I Mh she was granted an annual pa\ men! of t-*0

"from the annunciation ofoui I .n.U during >our Majesty's pleasure
"'

She must have had a considerable reputation as an artist b> this dale

to be invited to work at the I nglish court at a salaJ) 'hat was. as lulls

has pointed out. higher than Holbein's.4 hen twentv vears Liter she

was still famous in the Netherlands ' We can thus assume that hv |s4ts

she had not onlv finished her training hut must have been active pro-

fessional!) tor a tew vears Ihcrclorc she must have been born around

I
s2n. and maybe even a tew vears earlier

The annuitv pavments granted her bv Menrv vim can be traced in court

records almost even, vear until her death She worked tor Edward vi.

lor Marv I. and tinallv lor I li/abeth I, whose portrait she tiist painted

in 155 1.- \ number of works are recorded, all miniatures but not

always portraits In l*5h she gave Queen Maiv as a New \.ier gift

a small picture of the tr> nitie " I wo vears later she gave the new Iv

crowned Elizabeth a small portrait ot Her Majest) * In return leerlinc

received expensive presents like a gilded salt cellar and a pair ot

gilded spoons.' and enjoyed high social st.iius at court, as did her hus-

band. \\ ilh her husband and son Marcus she became an I nglish

subject in l
s hh and died ten vears later in their house in Siepnev "'

She is onlv known to have worked as a miniature painter She was

never called upon to paint larger works or st.ige scenery, to design

engravings for books, or to execute anv oi the olher duties given to

Tudor court artists More important tor our researches, she was the

onlv portrait miniature painter of I lemish origin known to be

emploved at court between I54h and her death, and the onlv well-

documented miniaturist of distinction recorded in Ingland between

the death ol Hans Holbein the Voungei in i^4< and the emergence

in the I570sofhei real successor, Nicolas Hill iard Hiscareei as i ng

land's first greal native -bom ailisi seems to have succcsslullv blotted

out memorv ofhei achievements in latel records."

rhere have been several attempts to identif) works in I evina leerlinc

but in the absence of an) signed works oi works that can be firml)

linked w nh documents, the task is a difficult one. In 1914 Simone

Bergmans published I gioup ol miniatures thai she gave to leeilmc.

hut subsequent research has pioved thai almost all ol them are by

later artists such as Milliard and Isaac Oliver. 11
I he best summary of

the evidence on which an) attributions must res) is provided by Erna

\uerhach in hei studv of Nicolas Milliaul According to her. the work

that has the best chance ol being an authentic I ev ma I eei line is an

oval m in lal lire in the collection ol the I ai I of Beauchamp showing an

Elizabethan Maund) ceremony, winch Auerbach suggests might

be identified with reerlinc's New Vear's gift to Elizabeth in 1563 of

a ( aide with the Queen's Matie
I Majest) ]

anil many other person-

nages ' \ handful Of Other miniatures, all portraits (see cat. no. I ),

made while leeilmc was active can also tentatively be assigned lo

her. pending more careful study. I he complete documentation of

I eerlinc s hie at coin t also has s el to be fully published. She was ccr-

lainly, on documentary evidence alone, the most important miniatur-

ist active in I ngl.uul between Holbein anil Milliard. It is hard to

believe that her sex has nothing lo do w ith her neglect by scholars,

who seem lo agree tacitly with Milliard that "none should medic |
s«

|

with limning but gentlemen alone.
"'

'

I.

Partrail ofa Young Woman, 1^49

\\ atercolor over a dark yellowish carnation ground worked over with

gouache, the costume finished with white and powdered gold, on

vellum

Diameter 2'm m. (5.3 cm); the painted area alone: l
,5
/i« in. (4.x cm.)

Inscribed along the upper edge: a : i> : I549 |:*

I ondon. \ icloria and Albert Museum <B 2 1-1954)

I.

F XX inkier. /• Hu. hmaU r, i Jet IS unJ y> tahrhunderti 1 eip/ig.

1925, I
; ^-4v. and Paul Durricu. 4/i >..»./'. H, ning el lei peinlret Ju Hr, \ uir,

Crimunt Pans IS^l Her father presumable trained her. she ma\ iu-n have

worked on some of his illuminations, bur must also have worked independently

•lot he. who was invited to work in England. Even Susan

Horenbout iHornebolli whom Durer met and admired when she was eighteen is

never recorded working as an anist alter she and her lamilv moved to hngland

in the 1520s H Paget. "Gerard and Lucas Hornebolt in England. " Burlington

ecUll) -KU. note 17).

Bergrr th no reference to the location of the document or its place of

publication i.

3.

Auerbach 51 and 104. She explains that the confusion about Teerlinc also

working as a nurse for Henry vm is due to a misreading of the word pitricem as

nutricem in this payment.

4.

Tufts. 1974, 4 ; see note 12 below also for the salary paid to Scrots.

Guicciardini, 20-2 I . He knew that she was invited to England by Henry vm and

worked subsequently lor Mary and Elizabeth.

r>

Auerbach. I9S4. 187-88

7.

Bergmans. 212. for the text quoted, and Auerbach. 1954. 1X8.

K

Bergmans. 212

9

Bergmans. 2.12. and Auerbach. 1954. 104.

10.

Auerbach, 1954, 105 and 188.

II.

The women artists mentioned by Tufts (1974, 43), namely Katherine Maynors,

Alice Carmillion, and Ann Smiter, are shadowy figures about whom little is known

(on Carmillion. see Auerbach, 1954, 157). As noted above, Susan Horenbout is

never documented as a painter in England, but she was still alive in 1550 and the

possibility exists that she occasionally painted miniatures. Hilliard, who praises
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Tl'

Since this miniature portrait of an unidentified young 1 nglish woman
is dated 1 549. an attribution to Hans Holbein (d I 543), Lucas Horen-

bout (d. 1^44). oi Nicolas Milliard (b 1547) can be excluded, ["he two
r- nglish artists then known to be active. John ShutC (d 1563) and John

Hettes idead b> 1576) are not known to have worked "in small.'

making an attribution to them unlikcl) "' It is a w<irk ot high quality

on documentary grounds the best candidate tor authorship is I evma
I eerlinc.

I he pernnl between IM5. when leerlinc moved to I ngland. and

I 5M). when the preCOCIOUi voting Milliard signed his first miniature

portrait, is crucial to scholars seeking to identify work k ["eerlinc,

for she was the onl> significant miniaturist known to be active in Ing-

lish court circles at that lime four more [nglish portrait miniatures

survive from these vears a Portrait "I QlM I '< ollection the

Duke of Buccleuch), a Portrait ofa You w « ollection

H \l the Queen. Windsor Castle), a Portrait of Kathei nteu
II, ni,>r,l i( ollection the Duke of Rutland. Belvoif ( astle), and

a Portrait oj Robert Dudley, Eari i .llectioni i: In

addition a Portrait rth I in v.. tl Wefbeck \bbey
belongs in this discussion, fol it was painted in the early vears of her

reign."

I he Portrait of Qut n Mat I is painted in oil on copper, not water-

COlOl and gouache on vellum, the usual medium lor miniatures, and

is based on ,i full-scale portrait bv Mans 1 worth, .i connection with

I eer line therefore does not seem likelv \uetb.ich found the tech-

nique <>t the remaining three miniatures listed above similar, but

there are discernible differences Oui work oi 1549 was executed

vs ilfi a light, almost invisible touch Indiv jdual brushstrokes are hard

to detect, even mulct magnification; the COntOUl lines are soft, even

those not blurred naturally bv the lur oi the Miter s costume I he

\\ mdsor miniature "I a young woman uses a tine, dotted tech-

nique, strongei tonal contrasts, anil carefully defined contour lines

I he latter figure also has more bulk and seems better drawn than

the miniature of I <4S». m which the head is shghtlv too large for the

body and hands '
I inallv. the artist responsible tot the Windsor

miniature appears to have idcali/cd the sitter less than the artist who

painted our woik

Judging onlv from reproductions, the miniature of K

II iikl be bv the same hand as ours In both the sitter is

posed a little stiHlv. the arms and hands are included, and the com-

position is essentially frontal and symmetrical. I he slight figure pro-

portions and delicate technique are also common to both The H

Dudley I -•' ' 1 1 - >< ' i 'I about 1565 was thought bv Auerbach

to be- close to the near- 1 eerlinc group although the pose of the sitter,

who faces right in threc-c|uarter view, recalls Milliard Since he was

active bv the time this miniature was painted, it is safer to exclude it

from the items under discussion as possible works hv leerlinc

I he miniature of Elizabeth t in her coronation rot- tie larger

Holbein as "the most excellent painter and limner" and the greatest master truly

in both tfaosse [ste] arts after the life thai evei was," never mentions I eerlinc al

all in .4 Treatise Concerning the Arts of Limning, written around 16<><>. nor does

Edward Norgale {Minimum or the An of Limning, 1 ondon. 165(11 The onl> ret

erence to her in prim before the nineteenth centurj is thai oi Guicciardinl cited

above.

12.

The same unfortunately is true of all but two oi the works chosen b\ tufts to

illustrate her lively essay on Teerline (1474. 43-441. The so-called Self-Portrait

(Bergmans, tig. C; Tufts. 1474. fig. 15) must on grounds ofCOStume have been

painted around 1615. very probably bv Isaac Oliver iC \\ inter. Elizabethan

Miniatures. London. 1943. 30; G. Reynolds. Nicolas HlUtard and Isaac Oliver,

London. 1947. no. 186). The beautiful miniature of an old woman, dated 1575

(Tufts. 1974. fig. 19), is certainly by Hilliard (Auerbach. I%1. 68ff>. The full-size

Portrait of Elizabeth I as Princess (Tufts. 1974. fig. 20) is given by the latest

scholarly opinion to the circle of William Scrots. who arrived in England in 1545

as Holbein's successor at a salary higher than that of Holbein or Teerline (Strong.

74). The attribution to Teerline of any part of the Hennessy Hours by her father,

now usually dated around 1520 (Tufts. 1974. tig. 16). is obviously highly speculative.

13

tuerbach, 1461. 53 54 .mJ p her discussion ol an illumination in a

Michaelmas Roll ol 1553(1954 -

14

i Trealist ( ont . rning

1 ondon. 1911-12. 16 H< nding the high st\ul rank that he

believed should he accorded to the successful miniaturist. His failure to mention

leerlinc al all. though he must have known her and her work and h. ;

until more than a decade after her death to he given the exclusive right to paint

the queen in miniature i Rev t Hilliard..

certain reluctance on his part to publicize th<.

domain.

15.

I am indebted to John Murdoch. Assistant keeper of Paintings at the museum, for

this detailed description of the technique of this work and for a correct reading of

its inscription. He also read this biography and entry in draft and made several

\aluable comments
16.

Auerbach. 1454. 84-85. 153-54, and -
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than the others discussed SO far and has .in oblong rather than a

round format Auerbach noted its close similarity, to a much cruder

portrait of Elizabeth in a manuscript o( 1559,*- hut concluded that the

young Hillurd. to whom all authorities give the work, «as influenced

by the hieratic traditions of I nglish manuscript illumination in this

earlv work and not that it was the model for the manuscript In the

miniature, the queen is shown wearing her coronation robes, which are

described in great detail, the work even includes a real diamond

in the scepter It was surel) painted shortly after the coronation in

January, 1559 and not hve to eight years later, as suggested bv schol-

ars who give the work to Hilhard. who was only twelve in 1559.*'

Again. I eerline seems a more probable candidate I he technique ol

the miniature also seems close to that o( the \\ indsoi I

).•.. H especial!) the drawing of the ruff and the dotted

touch used to suggest patterned and embroidered fabrics

Are we dealing W ith two different artists, one responsible for our

miniature of 1549 and the portrait o\ Kathenne. C ountess o\ Hertford,

and another who painted the WeJbeck Elizabeth /and the Yomng
il Windsor? Could one artist have painted all four winks,

changing from the delicate technique seen in the work of I ^4^ to a

stronger, better drawn but shghtlv less refined technique bv the late

1550s? How do an) of these portraits relate to the \taundy ( i

miniature with its tmv figures, perhaps painted b) leerlinc in I5(

rhese are questions that onlv a Specialist with access to the originals

can answer ( onsiderabk progress has been made in the last twenty

yean bv scholars who have reconstructed the artistic personalities

of tit her I udOT court artists like Hans Eworth and Will i.irn Xcrols. w ho

once seemed as shadow \ as leerlinc seems now Perhaps this entrv

will provoke a qualified scholaf into considering in detail the ques-

tion of leerlinc and her role in the development ofthc portrait

miniature in sixteenth-century England.

r
All four arc illustrated h> Auerbach. 1961, pis 5, 6. 8. and 9. A miniature portrait

of a child in the Hecketl Collection, Valencia. Pennsylvania, has been attribuied

toTeerlmc ' F"nr Centuries of Portrait Miniatures from 'he Heikeii Collection,

catalog by H Weissherger. Department of Fine Arts. Carnegie Insiirule. IV54. no
54 and pi I), bur the cosrume indicates a dale ai the end of ihe suieenth century

(Cf. Auerbach. Is* I. p|

18.

Auerbach. 1454. p| 35b. and 1961. no. 13 and pi. 13. In the later book, she dates

this miniature ca. 1569.

19.

The same faults of proportion can be found in Simon Benninck's Self-Puriraii

miniature of 1558 (London. Victoria and Albert Museum; repr. in color by

C Winter. Elizabethan Miniatures. London. 1943. lb).

20.

Auerbach. 1954. 119-20.

21.

R. C. Strong. Portraits of Elizabeth I. Oxford. 1963. 54-56
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C'aterina van Hemessen

Flemish, 1528-after 1 5«7

( aterina van Hemessen is one of the lust I lemish women artists

recorded and ihe first tor whom several certain!) authentic wotks are

known. 1 She was the daughtei ol a painter, Jan van Hemessen

1500-after IS63), who presumably taughl her Her date ol birth is

estimated from her self-portrait in Basel, which tier inscription indi-

cates w as painted m 1548 when she was twent) Six years latei she

married ( hrcticn de \lorien. a musician; in 1556 thev were both

invited to join the comt thai Marj ol Hungary established m Spam
alter she abdicated hei regency ol the Netherlands \t her death two

yean later, she left ihe couple a generous pension tor life In

(iiiicciar dim's />< w rittione tin Paesi Bassi
|
1)< \< ription <>l ilu I

Countries), first published in I 567, ( atei ina is mentioned as one ol

the women artists then alive She died in Antwerp some time alter

1587. Ten signed and dated works are known, most ot them small

portraits of women, although she also signed two religious pictures,

both oddlv archaic works possiblv based on prints •' \ll her dated

works were made between I s-IK and 1552, suggesting thai her artistic

career may have ended with her marriage

1 1. : father was one of tile liveliest exponents ol I lemish Mannei ism.

but the work of his daughter is cat rtcd out in a stv le ofquid realism

untouched bv the foreign influences thai affected him so strongly

Flemish portraitists of this period Usually included landscape views

or elaborately described rooms 01 at least a shadow cast on the wall

behind the sitter to suggest surrounding space, but C aterina kept hei

portraits simple I XCepl in her self-portrait and in her portrait ol her

sister at the virginals (cat. no. 2), she provided no indication of setting

at all. and even in these two works onlv the furniture implies space

around the figures for the backgrounds are plain Hei best portraits

have an appealing intimacy and describe their sitters features with

great sympathy. If thev have some obvious anatomical weaknesses ishe

never seems to have mastered the drawing of hands), the same

can be said for a surprising number of her I lemish contemporaries.

Since she apparently stopped painting in her mid-twenties after onlv

a brief career she can hardly be said to have reached artistic maturity.

vet her works have considerable charm I hev are .ils,. ot great docu-

mentary interest as the onlv surv iv ing cv idcnec. w ilh the exception

ot works attributed to I evin.i lectline ot the artistic activity ot the

ten or so women know n to be active in I landers he to re the debut ot

( lar.. Peeters in 16

j

man Playing thi Virginah IMx
( )il on oak panel

v in', in (32.2x25.7 cm.)

Inscribed upper right caterinadi hemessen/pingebai i
s -»x

Inscribed center right u I u is si u 22

( ologne. Wallraf-Richaru Museum if> s 4i

Music nourished in I landers during the Renaissance I lemish musi-

cians and composers were considered to be the best in I u rope and

thev carried their ideas to the courts ol I ranee. Spain. Italy, even

Hungai v Women are oltcn show n plav ing kev board instruments and

lutes in I lemish sixtcenth-ccnturv paintings Being able to perlorm

on one or more instruments was considered a ncecss.irv social skill,

like singing, dancing, and plav ing chess, in all cultivated upper-class

households < >ne artist, know n as the Master ot the I emale Half-

I engths. even specialized in pictures ol attractive voting women
performing alone or in groups

( aterina van Hemessen. who married a professional musician, verv

probablv had some musical skills herself I his portrait, however,

does not represent her. although it m.iv portrav her sister, who .:>

ing to the inscription would have been two years older than ( aierma. 4

I he family likeness between this sitter and the voting woman in

( aterina s .1/1 Rase 1 1 is obvious. It is also relevant that both

works are almost exactly the same si/e and that the two women I

left and right, making the portraits suitable fol hanging as a pair.

( aterina van Hemessen's most elaborate compositions, with the

exception o\ her less successful religious works, these are also among
the most appealing small portraits produced n sixteenth-century

Handers
'

1.

There is no reliable modem discussion 01 Catering wan Hemessen's career. Ilu

(acts must be assembled from F Winkler's entrj in rhicmc-Bcckcr (xvi, : '

Bergmans' diffuse article of 1955, and the chapter devoted 10 her in I utts book
( 1974. 51-53), which has several useful large hlaek and white plates
*

Both a:c in private collections in Mons, Belgium A R«-w on ihf Flight into :

is daied 1555; lnc chn\i <mJ St. Veronica is undated (Tufts, t
u "-

Bergmans 1 1955, I36ff.) attributes to Catering a small picture ot I In Concu

of the Levitt (Judges !s> 22-29) which has the monogram CVH and the partial!)

legible dale I56-. The stvlc suggests whai ihe monogram suggests, namelv

Cornells Cornells/ van Haarlem 1 1562-1638). The photograph is not clear enough
for the monogram and date to he checked

3.

Bergmans' efforts to attribute the backgrounds of some Of Jan van Hemessen's
pictures to C'aterina and to identify the Brunsw ick Monogrammist with Mayken
Verhulst, a woman miniaturist who supposed!) taught Jan Breughel the Elder, and

thereb] to expand our knowledge of flemish women artists of the sixteenth century.

do not carrv conx iction (see her articles of 1955 and 195s and her entries tor

Hemessen in the catalog for Brussels. I9f>s,

Tufts. ]y"4. ! 1 \s she notes, their clothes are almost identical ii .aid in

the Basel self-portrait The sister's name was Christina
-

An inscription runs round the inner edge of the instrument next to the sounding

board Its text has been identified b\ Edwin Ripin. who noticed a similar inscrip-

tion in the same location on the virginals portraved in Comelis de /
Portrm

reads osisi \ nn iximisi s s,>s h \bi 1 1
-

\11s1 s arc legible in our painting (See I. Hiller and H V .

Ifiui . - hen unii nn ..

Cologne. ls*s>. no
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Sofousba iagussoh
Italian. 1532 J5-1625

Sofonisba knguissola was the oldest m a family of six daughters and

one son born to Vmilcare tnguissola (1494-1573). a < remonesc

nobleman, and his second wife, Bianca Ponzona Her dale of birth is

not recorded When \nthon> \.m Dyck visited her m Palermo

m Jul> lo24 she told him that she was ninet) -six, hut scholars have

recently come to suspect that she was exaggerating slightly ' Hei

apparent ace in several dated self-portraits of the 1550s and other

documentary evidence suggests that she was K>rn between 1532 and

Her lather encouraged the artistic anvl musical talents thai she

and her sisters revealed at an early ace Sofonisba and hei nexl sister,

Elena, studied with the local painter. Bernardino < ampi. from 1546 to

I ^4^. and alter that w ith another local artist. Bernardino ( '.till i II

Sojaro) Hei fathei even corresponded with Michelangelo in l S

soliciting a drawing that Sofonisba could copy and later thanking the

sculptor profusely foi his help and encouragement ' Hei tttst

known work is r in Vienna, dated 1554 N ne signed

and dated works surv ivc from the ne\t five years; another twentv

three of her paintings can be dated before 1560.* Nearly all of these

are portraits of members of her large family and of herself, although

she did occasionally paint religious works

In 1559 Sofonisba was invited to join the court of I'hilip m m
Madrid.' she spent at least ten years there with the tank ol a lady-in-

waiting, painting port raits of the royal family and ol herself, hut apart

from one self-portrait (see cat no )) not one certain work survives

from this period of her life * She is said to have married a noble

Sicilian. Fabfiziode Moncada, probably h> 1570, and to have

returned to llal> with him. laden with gifts from the king, to settle in

Palermo.'* When Fabrizio died, she decided to return to ( remona and

took a boat to Genoa. Soprani relates that the captain of the ship, a

well-born Genoese called Orazio I omellini, looked after her so atten-

tively that hv the end of the voyage she had agreed to marry him and

settle in Genoa." I hi- move was made before I584. 11 She maintained

her contacts m Palermo. prohahlv because of her financial interests

there, and seems to have settled there again at the end of her life.

San Dyck interviewed hei there in lr>24. blind hut otherwise well.

"avendo ancora la memoria et il cervello prontissimo" (having still

a good memory and a sharp mind) She died in Palermo on

Novembet 16, 1625, and was buried in the church of hei husband's

community there, S Giorgio dei Genovesi. 11

Sofonisba Knguissola was the first Italian woman to become an

international Celebrity as an ai list and the liist foi w hom a substantial

body of works is known. Vs such, she is a figure of consider a hie his-

torical importance, rhe publicity thai her spectacular and romantic

careei attracted must have instilled in the minds of other talented

young women the idea thai an artistic careei was possible. Stgnili-

Cantly several of hei immediate successors came from the same pari

ot Italy I avinia I ontana ol Bologna I ede Galiziaoi Milan, and

Barbara Longhiol Ravenna. Vasari's praise, howevet brief, ofher

achievements also insured that her fame was more than local. 13

\nguissoia worked almost exclusively as a portraitist. Hei early

religious works are not distinguished, revealing the limitations of a

naming that look place in an aiiishc backw.iki and could never,

despite the Mippoit ol hei fathei and the help of Bernardino ( ampi,

have constituted a sci ions apprenticeship Her portraits belong to

the iivels North Italian Renaissance tradition <>i straightforward

realism that is exemplified by the work ol Moretto da Brescia and
( H Morone While it is true that she was unable to match their

grasp oi psychology, theii variety ol presentation, or their confident

drawing, she has received .tn undeservedly poor press since 1900.

provoked hv the disparity perceived between her level ol achieve-

ment and the honors showered upon her. 11 No one today would agree

with Baldinueei's judgment that in portraiture she was the equal of

I itian. but her best works are nevertheless line examples of late

Renaissance portraiture. She helped to create the portrait conversa-

tion piece with her picture of her sisters playing chess. 1 '' Her numerous

self-portraits then a novelty for an Italian artist — display great

inventiveness in iconography and composition. There are awkward

I.

• ihuih \ icnna. I s»4o V
His drawing of her and it> inscription were firsl discussed in relation to Sofonisba s

j

Bonei; ) proved thai her parenis married in Is Hi very probahlv

and certainh, fney had seven children hv 1551 Amilcarc s tirsi wile had
been barren: it stems unlikel) that he wailed long after his remarriage to siari a

family. For this reason I am opposed to recent suggeslions iHaras/n- fakacs. 59ff..

and Tufts. 14";. 53) that she was born as the words
i irsn and adolesi ens in some ot her inscriptions is of little help She could have
used the former until she married, and adolescent in classical Latin can describe

someone aged between twelve and thirty

1

Lame - ind 4S>. The documents published hv I amo were used bj

Baldinucci (vm. 211-12) to correct \ asari (vi, 498ff.), who said that Sofonisba
studied with Giulio Campi. Bernardino left Cremona for Milan in I54S>.

4.

Tolnav. I 16- 1 x.

\ porlr.nl ol a Dominican priesl signed SOPHONISBA im,i ssol A/VIRGO F/M.D.I ii

was on the New York an market between 1918 and 1V2X (photo in ihe I rick

Art Reference I ihrarv. New >orki

'.

Berenson (I, 13-14) provides a skeleton Catalog Ol signed and reliably attributed

works In il should be added the two works mentioned in Ihe last paragraph

ol this hiographv A great many more works linked with her name exist in public

and private collections. She would make a good dissertation subject.

the date is given first by Haldinucci. I'hilip il relurned to Madrid from Brussels

with his new bride. Elizabeth ol Valois. in the summer Of 1559. Sofonisba is not

documented in Madrid until 1561 (Vasari. VI, 499-500)

X.

She mentions working on several portraits in a letter sent to her old teacher

Campi from Madrid in 1561 (1 amo. 40) Portraits ofQueen Isabella and Prince

Don Carlos are recorded in early Spanish sources bin neither is traceable today

iTufts. IV72. 50). Holmes <1XI». attributes to her a l'„ririni oj Philip II in the

National Portrait Gallery, London.
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passages in her earliest works ihc poorly drawn hand in the Self

fori rail of 1554 (fig. 2, p. 13), the spatial relationships of the four fig-

ures in the I'o/nan picture of I
**'* Ifig. 5. p H she had con-

quered these problems b> the time she painted her father with her

brother Asdruhale and her sister Minerva in l*
1^ npathetic

portrayal of three members of one family, this work captures familv

likenesses and personaht> differences in an ambitious composition

I he loss of most of hei latei WOI ks makes a final assessment ol he-

r

artistic achievemenl difficult Hei l irgin mnl Child oi l
s xs m Buda-

pest is a fat belter picture than her // / imil) of 1559 in Ber-

gamo "
I he COntrasI suggests that she continued to develop in Spain,

le.lining from the Venetian masterpieces in the Spanish royal collec-

tions as well as tiom I uca ' ambi.iso in ( ienoa I fie / Infanta

( linn I ugt nia m Vienna, perhaps painted in I *w. is unfortunately in

piH>i condition but seems to have once been a sympathetic interpre-

tation ol formal court imag< ' >n the e\ idence available, she was

a good artist but not .i majoi artistic personality Hei circumstances

as .i provincial woman artist make hei achievements remarkable.

however, and hei success w.is of vital importance to the man) even

moie gifted women who came atlei hei. in Itah and throughout

I mope

J

Self-Portrait I^M
( )ii on canvas

J5 v »2 m (88.9 \ M I em i

Inscribed lower left SOPHONISBA ivi.i tssoi \ VIRGO SEIPSI st PINXfl

ii ssi \mi [learn] t-v ims l <m '| "

\lthoip. Northampton. ( ollection \ arl Spencer

Sofonisba painted more portraits of hersell than an> artist between

Durei and Rembrandt, a phenomenon best explained bv quoting from

the letter written to hei lather bv \nmbale ( aro. who had recently

v in iicel the family and w.is hoping to have a picture bv her the w

be disappointed i 1 here is nothing that I desire more.' fie wrote in

Decembei 1558, "than the image oi the artist herself, so that m a sin-

gle work I can exhibit two marvels, one the work, the other the art-

Hei fathei used her self-portraits to publicize her gifts, sending

one to Pope Julius in i I-4X~ 1555) and another to the \ ste court in

1 errata " I fie archdeacon ol l'iacen/a ( athedral owned both a portrait

of himself by Sofonisba and tier self-portrait - \t least twelve self-

portraits bv hot are known today She painted herself in miniature and

full si/e. she showed herself holding a book, a palette, a monogram of

hei lather's name, at work on a picture of the \ irgin. plav ing musical

instruments, and being painted bv her teacher. Bernardino ( an :

I his painting of 1561 is her latest accepted self-portrait and her only

work certainly produced in Spain. It is thus a document ofsome

importance

I he artist is shown playing a spinet, hei p nee observed by an

old woman who closely resembles the "vecchia donna di c isa" noted

bv \ asari as watching the artist's sisters plav chess in the painting now

HV Genoese historian Soprani, who seems to have interviewed relatives ol hef

second husband, is the first writer to name Fabrizio de Moncada (414) Documents
described b) I J Sanchez-Canton ("Los pintores de los reyes Catolicos Bolelin

de la Sociedad Espafiola de Excursiones, xxu, tcu. 149-50) show that Queen Isa-

bella, »ho J icd in 1 5f>s. lefl monej fbt Sofonisba's dov> n. in a codicil to her will,

and rhai this moncv w.is paid to the arnsi between 1571 and 1574, although the lirsi

pav mem was owed to her in 1569. thus she would appear to have married in I 569

or 1570. not 1580, as is often Suited No one Seems to he able to trace the dealh

dare other husband. De Dominici (u, 237) reports that she executed miniatures

and taught others how to paint them in Palermo
10.

Soprani. 415.

II.

Campi tin. 1 1 reported in 1585 that "di present e vive in quella nobilissima citta

[Genoa] honoratissimamente, e con grandissima reputatione" (at present she

lives in rhai most noble cits [Genoa], where she is much esteemed and enjoys a

grear reputation). Ihis hardl) sounds as it she had nisi stepped off rhe boat.

12.

Her death certificate was traced and published h> Cook (228).

13

Vasari. (v. 81 vi. 498ft «n 133) He did not write a propei honor

was reserved for artists who « rhe first pub

is Soprani's 1684), hm rhe hesr is Baldimicci's, wrr

menr 59) hul puhhshed onlv in lls.sx. which makes full usf nth-

centur) sot.

14.

The nadir in Anguissola criticism

wrote. "Sofonisba painted w uh something of tli ntimentality

proper to rhe woman-painter, rhen

More recent K Sxdnev Freedbergd l
nded and

heavy-handed. i
IT>c al charm [resulting] from »hai rhev

illustrate, nor from an> qualil

HarmondSWOIth. Middlesex and Baltimore. I

15

R Longhi, "Indicazioni p s

50-52

ir,

Haraszti-Takacs. 53ft . and figs

107



m Poznan trig 5, p JO). Presumably this means that her old nurse

accompanied her to Spam A ghostly presence who tits uncomfortably

into the space allotted to her. she may have been added as an after-

thought Sofonisba had already painted herself at a spinel (Naples,

Museo >.ii i apodimonte). she is dearly several years younger m that

portrait, which is also a smaller, less ambitious composition. Even

allowing for the damage that affects the left edge of that painting with

particular severity, the perspective of the table surface and instrument

is not managed with complete success and the background is a tlat

backdrop rather than suggested space \ll of these technical problems

are solved in the Althorp portrait, which, as ( aro would sa\ . docu-

ments her increasing maturity, artistic and personal, in one image

The inscription tells us that she painted this portrait for her Father; he

should have been pleased with this proofof her continued progress

Sofonisba s decision to paint herself performing on a spinet is o\ some

sociological interest In the fifteenth century a verv limited education

had been given to most women, even those ot good families But

thanks to the widespread influence of BaldassaR t astiglione's /

tiist published in l*2!v a decent education was at last deemed

proper for a woman of Sofonisba's social standing I nfortunatclv .

even though ( astighone helped to make artistic accomplishment in

women admirable, his advice also contained the pernicious notion of

dilettantism, of ladies dabbling in manv arts w ithoul perfecting anv

of them, that pervaded the upper classes bv the nineteenth century

Nevertheless, the success oi Hi meant that bv the mid-six-

teenth century women of good birth were expected to be not merely

literate but able to read and translate classical literature, to write

poetrv. to dance, to plav musical instruments and sing, to draw and

paint, and to make wittv conversation Hv showing herself at the

keyboard, Sofonisba declared that she was properlv educated ,\n<.\ thus

qualified to be a lady-in-waiting to the queen o\ Spain Painting, as

Baldmucci put it. was "il SUO minora ornamento" tthe least of her tal-

ents) -
l One of the few women artists active before IM>0 who was not

the daughter of an artist. Sofonisba came from a higher social class

than that of most male artists, and it was her proper education that

led to the discovery of her talents \\ e may guess that her father's

failure to priHluce a son and heir until he w as fifty -seven also helped

to insure that his daughters' talents were encouraged

Frederike KJaum S icbe Portraits des 16 Jatartttmderts," Jahrbueh </<•>

kunslh mlungen in Wien, lvii. 1961. 148 tufts ( 1974, 23 and 243,

,ois. not her daughter The picture

w.i^ painted 5 If the signature incorporate-,

the name of her second hushund. I-omellini Sh t could have repeated an earlier

portrait of the dead queen using her own drawings hut it must he admitted (hat

Tufts suggestion raises some problems

The te\t of the inscription is that made b> T Martvn in 1760. quoted b> f- (j

1 Humquf , Manchester. 1965. no 9). but with

the date changed to 1561 i\1art>n read 1563). All recent authorities give the earlier

date I was unable to examine the picture before the exhibition to check the read-

ing of the inscription, which is poorly preserved. The emendation of ami ... to

read umi/iurn is mine.

19.

Baldinj..

20.

Vasari. vn, 133. The portrait sent to Julius in might be identified w ith the self-

portrait - » in the L'ffizi. which was bought in Rome in 1666 (Prinz. 176. docu-

ment J9) Her father gave the portrait now in Vienna to the Isle in ls56 (Pone in

Thiemc-Becker. i. 524i

:i

Vasari. vi. 4W
::.

Bcrenson. i. 14-15 The Horiruii itf an Old Woman in Nivaagaard (H. Olscn.

Italian Puiniinn\ in Denmark, Copenhagen. 36) might be a late self-portrait. The
portrait of herself being painted by Bernardino Campi (Siena, Pinacoleca) must

have been made after he left for Milan in 1549. Caro's letter of 1558 (see note 19)

proves that Campi and the family remained on good terms after her apprenticeship

ended.

23.

Prinz. 181. document 59.
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I.ucia Anguissola

Italian, ca. 1540-ca 15ns

Lucia Anguissola was the third daughter i>t \milcare tnguisaola and

a younger sister oj Sofonisba, who is supposed to have been her

teacher According to Baldinucci it was generally held thai it death

had not taken hei from the world before her time, n ucia] would

have become a bettei ariisi even than Soiomsh.i ' \t present only two

signed works h> Lucia are known a copy dated 1555 after a Madnnna
and Child by an Unidentified Milanese follower ol I eonardo- and the

portrait of Pietro Maria (cat no. 4), a doctor m ( remona, which

Vasari saw when he visited the family in 1568 I lu copy reveals little

about her except thai she was a competent paintei b\ I
sss hut the

portrait of Pietro Mai ia a an impressive picture foi an .mist still

"adolescens. as the inscription tells us \n appealing small tondo

portrait ofa child in Brescia has an old inscription on the back iden-

tifying it as a portrait by I ucia ol Europa, anothei tnguissola daugh-

tei \t tempts have been made to attribute othei pictures to her. but

her stv le is so close to Sofonisba's thai the exercise is impossible w hile

the latter s work remains unstudied :

Lucia was dead by the time \ asai i
v isited ( remona .n-\>.\ he does not

report the fad as a recent event I he date ol death usiiallv giver

may well be correct, though it is not documented '
t lena, the second

sister, trained with Sofonisba undei Bernardino i ampi but gave up

her career m order to become a nun ' Minerva, the fourth sister, who
was said to be a good I atin scholar, also died \oung betoie King

married.' I uropa, the fifth born, was married around I 568 to ( arlo

Schinchinelli, a member of another good ( remonese family, but she

was dead by October 1578.' Vasari met Europa "ancora in eta

puerile." and reports thai she sent a poiti.ut ol her mother to Sofonisba

in Madrid, where it was much admired Baldinucci records two altar-

pieces by her in the church of Si Elena in ( remona. one of which

was still to be seen in the home ofone of her husband's descendants

early in this century.11
I inally there was \nna Maria Vnguissola,

"ancora piccola fanciulletta," when Vasari met her. who b\ October
- was married to laCOpode Sommi and was Still alive in 151

A Hol\ Famil} signed by her is in the PinaCOteca in ( remona.'"

and she was also reputed to be a good portraitist I heir only brother.

\sdrubale i I
s 5 I • l'>2 >), inherited his father's various business enter-

prises and held local political offices, but does not seem to have shared

his sisters artistic interest . 'he works now attributed to

Sofonisba are probably some made bv tier listen, whose personalities

w ill surely emerge more clearly when more extensive reseai -

carried out on the \nguissola fam

4

( )il on canvas

rn l

Signed on the arm ol the chair i i < u »m.i isj.i \ \mii c \kis i j dial

MMtl IVISSI
Madrid. MuseO del I'rado I U.i

Vasari records two portraits by Lucia, one of the Duki n then

Governor of Milan, the other ofa doctor, Pietro Maria I he snake

twisted round our subject s stall indicates that he isadoctOI I his

picture was in the Spanish royal collections bv IrSKh. Stirling-Mavwell

suggests that it was sent ti> Spam while Sofonisba w a s still m Madrid. 11

\milcare was short of money for Europa's dowry m l^hXandmay
hav e sent this picture to Spain shortly alter \ asari's v isit. hoping to

receive a generous gilt from the king in addition to the eight hundred

lire he received annually tor the services ol Sofonisba

Bonctti published a document that calls Kianca Poozona, the mother

of I ucia and Sotonisba. hliola del quondam M CO I
medico! ( onte

Pietro Martire. dottore .""
I hus it is possible that the sitter was the

artist s grandfather. I his identification would explain why the work

remained in the possession of the \nguissol a family rather than going

to the family of a sitter unrelated to them The names Pietro Maria

and Pietro Martire are close and could I fused

I ucia has created an impressive, sober image ol a distinguished elderly

man. although the slightly raised eyebra

i.

Baldinucci, vm, 230

Caroii. "n and r

3.

Carol i attributes to her rather lhan Sotonisba a portrait Ofa uoman in llu I

leria Borghese. Rome, which has an old inscription glued to (he hack naming

Sofonisba with ihe pu/yling dale MDVI i i l>4f> '
l
<<6 'i The famil) liki

obvious, hui ihe inscription is good evidence in Envoi of an attribution ti S

nisba Some less convincing suggestions are made b\ Charles dc rolnay, I II

4.

Baldinucci. following Vasari, sa\s onl> Ih.u she w.is dead h\ 1568. Hans t>

(Thieme-Becker, s \ i and later scholars give 1565 as her deaih dale, apparent!)

following G Crasselli I Abecedario biogmfico dei pit lori Crrmonesi, Milan.

19).

S.

Vasari does nol mention her. but Campi (ill, 1) and Baldinucci mil. 2.'0t report

that she joined Ihe convent oi the Hot) \ irgins al San Vincenzo, Mantua, and was

still alive in 1585. \ document published h> Bonetti <ls>2,s. 298) confirms the

tradition.

nol mention her either, but Campi and Baldir

n and her u

7

impi and Baldir [

enough mone> for her down in 1 5hK and had I

iler sum iBonci'

OclOOt
-

n rhieme-B t

ipi and Baldinucci (see l»Ot< ! 5

s.mmi in her brother's will o

when Campi published his h . .mom in 151

10.

A. Puerari, la /' ' He

notes the disappointing quale - rfc and wonders whether the inscr.

is not ,i later addition.
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humor 1 he doctor, nice!) placed within the picture format, wears

graj damask coat edged with brown fur. Very tittle color is allowed
into the picture at all little green 111 the foreground on the deli

cateU painted snake, a little gold on the books m the left background
Onk the hands betraj the immaturity of the artist.

I he Portrait >>t a Gentleman at Burghle) House, signed In Sofonisba,

makes an instructive comparison with I ucia's portrait of Pietro

Maria '* Moth artists used a careful, controlled touch and small hiush

strokes. Iea\ ing leu \ isihle traces of then technique on the surface.

Perhaps I ucia observed the features of her sittei with greater precis

ion. especial I) the eyes, and she made the hands rounder and less

structured I ucia's touch also seems a little softer, hei gradation oi

tone a little subtler than that of hei sister ["here isonl) one marked
difference in approach Sofonisba liked to set tables and musical

instruments al t ight angles to the picture plane, creating strong ortho-

gonal lines that lead the e\e into the picture space I ucia instead

placed the table and chaii at a slight angle and set the hooks parallel

to the picture plane, thus closing olt i.ithei than extending the pictOI ia

space 1 his exhibition a ill give scholars then tiisi opportunit) to

Stud) authentic works h\ hoth sisteis side h\ side and ihcicln to

darif) the differences between them

1 1> anyone familiar » uh the portraits of North Italian aitists like

I oren/o l otto and Moretto da Brescia, I ucia's portrait conveys an

impression ol conservative caution We should not forget, as the

inscription reminds us. that the artist was "adolesccns '

I hus it is not

mule tan to compare hei work with malute mastei pieces In con-

temporaries such as Moretto and I otto l he firsl works of the lattei

ale also caletul aiul cautious, and lull ol the s|\ |e ol his most admired

early model. Giovanni Bellini. I ucia's portrait of hei grandfather is

certainl) evidence of a prodigious talent, but there isnowa) ol know-

ing how she would have developed had she- lived a normal lite span.

1

1

fur example, a ponruii ol Marghcriia Oon/aga aged six. dated 1571, now in

the collection ol Captain Patrick Drury-1-owe. I utko I'ark. Derbyshire (exhibited

gham. IV6X. no 16) The style resembles generally lhai ol Sofonisba but

the inscription, apparently genuine, precludes an attribution to her as she was then

either in Madrid or Palermo while the sitter was in Mantua. Ejther Europa or

Anna Maria might be responsible

i:

Stirling-Maxwell, i. 22*.

13.

Bonetti i 1928. 242 and 295) published documents concerning the dowry and the

annual payment from Philip II.

14.

Ibid.. 305 (document of 1578).

15.

Berenson. 1968. i. pi. 1972 (see S. Anguissola bibliography).
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Lavinia Konlana

Italian, 1552-1614

l avinia Fontana had ihc advantage of being born into the famil) >>t .1

good and moderate!) successful paintei who lived in one of the more

vital artistic centers of Italy. At the time of her birth Prospero Fontana

( 1512-1597), her lather, was one ol the leading painters in Bologna

Me had trained in Genoa with Perino del Vaga and worked in I lor-

ence and Rome before settling down .it home I hus her teachei was

an artist of cosmopolitan background whose st>ie al the time she was

born reflected primarily that ol ( iiorgio \ as. 11
1
she could also stud)

masterpieces by Raphael. I'armigianino. Niccold dell' \hh.ite. and

PellegTinO I ibaldi in local churches and palaces She was not pie

cocious. Her first recorded woiks were made in 1575.' her Inst

surviving work being a Demi ( hrisl with Angels painted a year latei
-'

From the late 1570s, however, she produced a stead) stream ol

pictures, usually signed and dated portraits, small religious

works, mythologies, and. after i^Ks*. altarpieces foi churches in

Bologna, Cento, and Rome. As a pat ton commented this excel-

lent painter to say the truth in ever) wa) prevails above the condition

of her sex and is a most remarkable person

Lavinia Fontana is the hist woman to have had what might be called a

normal successful artistic career, which remained 1 rare phenomenon

until the late eighteenth century, she did not confine hei production

to the less esteemed categoi ies ol portraiture 01 still life but painted

man) subjects involving numerous figures, even male and female

nudes. She worked on a huge scale .md executed public as well as

pn\ate commissions However, she nevei worked in fresco, the

medium then Considered the supreme test of an Italian painter's

ability. It is also true that she hail to wait until she was almost fort)

before patrons trusted her with public altarpieces (the Spanish app.u

entl) broke the ice by commissioning a flch Family tor the I scorial

in 1589 tor which PacheCO s.i\s she was paid the astronomical sum of

one thousand ducats. 4 Although several of her public commissions

were well received, her contemporary reputation was primarily as a

portraitist.'' Well over a hundred works are documented or recorded

in early sources, but only thirty-two signed and dated or datable

works are known today I here are perhaps twenty-five more pictures

Iti.il are signed or that can be securely attributed to heron stylistic

grounds,' anil a small number of her draw ings are also know n." I his

nevertheless constitutes the largest surviving body of work by any

woman artist active before 1700

Fontana was sixty-two when she died in Rome on \ugust 11. IM4 -

She had moved there in 1603 at the inv nation ol Pope ( lenient v m
Mancini, writing less than ten years .dter her death, reports that she-

had been depressed by the death ot her artistically talented daughter

at the age ol louiteen ' \\ e might also guess that supporting her famil)

since her marriage in 1577 to a minor artist. G P Zappi, and bearing

eleven children, onlv three ol whom outlived her. had finally

exhausted her

Seventeenth-century w rilers did not display the same enthusiasm lor

I avinia I ontana's work as the) did tor that ot her famous predecessor,

Sofonisba \nguissola Mancini said that as a portraitist she "valeva

assai™ (was quite good) which is faint praise indeed Some twenty

years latei Giovanni Baglione described hei as "quite a good and

skillful Master, who was an excellent portraitist and King a

woman, in this kind of painting she did unite well " He conveyed

some resentment about her receiving the commission to paint The

Stonii Stephet Hart a large allarpiecc for one of the major

Roman basilicas. S I'aolo luori le \lura. probably because he

wanted the commission himself. He said that better painters were passed

over and that the result was not a success." Malvasia always

defended the products of his home town. Bologna, and his account

therefore is more nattering, but it is clear that he too preferred her

portraits to her public commissions '-' More recent critics have

regarded her work with carefully measured enthusiasm Galli, who
published much valuable documentation in his monograph, concluded

rather lamely that 'w uhout being great, the work of I av inia hontana

is nevertheless alwavs worthv of consideration Another comment of

his is colored by prejudice: "the tinene— lit) manifests

1.

Galli. 64 and 73. Her Hoi) Family in Dresden is signed "
. vinia Prosperi

Fontanae faciebal Xo xit) .nut was therefore made before her marriage in

1 577. after which she dropped her father's name and added "de /appis to her

signature.

Kern Rusk Shapley, Paintings from the Samuel II ^nu Collection, Italian

Schot h, vi /• \ \ ill Centuries. London, 1973, no. 1402 and rig 30. Shi- cites .1

version, also signed and dated 1576, in ihe Rollins College Museum 01 Xn,

\\ inter Park. Florida,

3.

Galli, 1 17, document s

4.

Quoted b) Iiilis. An Sews, l^r-i. h-l.

s.

When her Vision of St Hyacinth was unveiled in Rome, one writer reported thai

"il . . . quadro principale, ch'e stupendissimo, e stato ratio per mano d'una genul-

donna Bolognese" (the altarpieee. which is stupendous, was made h\ the hand

ot'a Bolognese lad) I 1 Y Rossi in Rnnui. xtl, ls>>4. 323ff.).

Galli (S7fl 1 lists I3S works recorded in older sources and modei

of these are known to tx S ngcr

traceable while others ha»e emerged sir..

the confused state 01 knowledge should appeal 10
1 tel hunter.

7.

J Bean and (- Stamptli .
/>

Renaissance. The Metropolitan Museum N

group of portrait studies in the Xlorgan I ihr.t r

studies in the I lli/O

s

Galli. ;<

s>

Mancini must be referring to I aodamia. I lied in

Rome on Ma) 25, 1605, aged sixteen <. ; 3 and .

HI.

Galli published several docun ming her large family. Thru

lived her Her hush.md died in Imola in 1615 N ~na-

uon came, he sav s. from the ai tiro Tianni. tells ;
-

Zappi was married to her with the undemanding that she would continue to paint
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itself above all in the exaltation of love and maternity
"'

' I reedberg

dismissed her as without interest. 14

Fontana's achievement in not easy to assess. Main ofhei works are in

pixM condition and are hard to see, skyed m dimly lit museum rooms

or virtually invisible m gloomy churches. Some other hest pictures

are concealed in private collections. 13 Her major handicap, however,

is being one of the la\t representatives ofa conservative manit no style

that was to he made obsolete h\ two artists whose life spans are

encompassed »ithm her own. i aravaggio and \nmhale c arracci.

Thus her work has an old-fashioned air that is unfortunately not

redeemed h> either a novel personal interpretation o( maniera or h> a

consistent!) high level of quality that would give her work a value

independent of contemporary artistic movements, rhe collaboration

of her husband may explain to some extent the uneven quality ot her

signed productions hut she prohahK also painted too much too fast in

order to satisfy the demands of patrons." Met drawing can he super-

ficial m us understanding of form, her portrait compositions often

repetitive Her stvle however is her own. Far less mannered than that

of her father with passages of direct realism that suggest she appreci-

ated \nnihale even if she did not imitate his more v igorouslv

naturalistic approach

One of her masterpieces is hei // Family with the Sleeping Christ

Child in the Escorial, a complex tribute to the Kom.m High Renais-

sance and specifically lO Sebastiano del Piomho anil Raphael Met

starting point was Sebastiano s picture ot the same subject, then

nearbv in Parma, hut she added motifs from Raphael's \4adoni

the Diadem and Madonna of tht Veil Her revival of the subject

almost certainly inspired Annihale s shghtlv later and fat more inti-

mate interpretation :: Her Birth of the I irgin in S Innita. Bologna,

is an ambitious night rendering full of lively human detail " Hei

Vision oj v Hyacinth <A 1599-1600 in S Sabina. the work thai

introduced her to the highlv critical audience ot Roman art patrons.

is a beautiful, dignified image in a timeless, ideal stvle that Raglione

called "almost her hest work In the finest ot her female portraits hei

sitters pose serenely and to splendid effect m their nchlv embroidered

COStumes and fancy jewelry Her male patrons are posed with more
imagination.aswastradition.il. in ways thai ahlv suggest (heir char

acter and flatter their rank

Fontana is an important figure in anv history of the emergence ot

women artists because she commanded a considerable range ot subject

matter and was the first to carrv out a substantial numher ol public

commissions. Her achievement has nevertheless heen underrated

Because she was uneven and because she was overtaken hv a majoi

stvlistic revolution, she will inevitably he relegated to a backwater o(

art historv ; vet at her hest she can he verv gix>d. as the visitor to this

exhihition can judge. It is doubtful, moreover, whether Artemisia

Gentileschfs achievements would have heen possible a lew vears

later without the pioneering example of I avmia I ont.ma

Portrait of Senator Orsini, I577C)

Oil on canvas

46a i x 438/n m. (114 \ 1 10 cm.)

Inscribed on the Chail hack: I vv im v pom vs \ Dl ZAPPIS I u n BA1

Mm \w
Bordeaux, Museedea Beaux trts(5689)

I avinia I ontana's contemporary iepui.it ion was based primarily on

her abilities as a portrait painter. Bologna had no resident portrait

specialist in the sixteenth century until Bartolommeo Passerotti

returned to Bologna from Rome around 1565, and he was chiefly

active as a painter ot all.upieccs and genre pictures, Before that

Parmigianino, who was in Bologna from Is27u> 153 Land Niccold

dell' \hhate. w ho lived there hrietlv in the late I s4(k. both Occasionally

painted splendid poitiails I here was. however, no local artist with

the kind of reputation fot this genu- that Morcttoand Moroni enjoyed

in Bergamo and Brescia respectively, ot that Pontormo, Salviati,

and Bronzino had in I lorence I hus once I ontana's talents became
know n. hei future ca leei was assured. I he women of Bologna were

said hv \lalvasia to he especially enthusiastic ahout hei. competing (o

entertain hei .\n<.\ to commission works from hei " \s a result she

painted more portraits of women than most Italian Renaissance

artists did, although she also painted many distinguished men.

including Pope Gregory xiu and the Persian ambassadoi to Rome.*

I he signature and date on the portrait said to represent Senator

Orsini are not perfectly preserved. I he date has heen read as 1575 by

the Museedea Beaux-Arts, but since the remains of "de Zappis" seem

10 follow hei name, a date of I
"s " 7 01 later is prohahle .'-'•

It is one of

her earliest surviving works. Her subject sits in a room with a view

beyond into I series of gland looms ih.it recall the settings of I loien

tine cinquecento portraits such as Bronzino's Ugolino Martelli

(ca 1535, Berlin, Dahlem Museum) and his two portraits of 1 ucrezia

and Bartolommeo I'anciatichi (1530s, I lorence. I Ill/it ll was

basically to the more formal traditions of I lorentine portraiture

rathei than to the more naturalistic presentations favored in northern

Italy that I ontana tinned lor inspiration, She makes a Clearei dis-

tinction than Bronzino does between the space in which the sitter is

placed .md the background vista Hei portrait ol Senatoi orsini

comes closest however to the scheme ol diulio Romano's Isabella

(TEsti i Koval ( ol led ion. Hampton ( ourt). which was then in

Mantua B Her aliuit sitters do not usually resemble those of Passerotti

or Moroni, though single works by these artists also offer some strik-

ing parallels .-' Perhaps thev are fortuitous; perhaps the pose of the

senator is better explained as an adaptation ol a famous image such

as Raphael's Jtiliu\ II 1 1 ondon. Nal iotial Gallery) or his equally well-

known portrait ot Leo \ with fh\ Nephews (Florence, Uffizi).

I he identification of the sittei as Senator Orsini is traditional hut.

as tar as I know, undocumented. I he Orsini were a Roman, not a

BolOgnese family, and since the portrait helongs to the artist's

with his assistance, rhe documents published h> Galli |
him - Mu Jo not describe

such a tormal arrangement, hut the parents ot both parties mete well aware of the

•nic advantages of F-ontana's continuing to paint, and since /appi had no

independent ssumc that he did subordinate his career

to hers.

II.

Baglionc. 144 We cannot test his judgment because the altaipiece >*as destroyed

in the great tire ot 1823 that gutted the basilica. It is recorded in an engraving

of 1611 by Callol i J Lieure. Auqiif. Callol, Paris. IV24-26. i. no

12.

Xtalvasia. I tl He includes the life b> Baglionc.

13.

Galli. 41

14.

S>dne> Freedberg. Painting in Italy, 1500-1600, Harmondsworth. Middlesex, and

Baltimore. 1971, }94.

15.

Galli. rigs 2. 6. and 13. The last went from Pala/zo Isolani in Minerbio to a

Swis- collection, from which it was bought bv a Dr. F- Rung in Sew y ork in 1931.

It is not traceable today. It appears to he her finest female portrait.

16

(.all i
-

17.

these sources .ire discussed hv Donald I'osner in connection with Annihalc's

picture i Annibale ( urmc i, \ Study in the Reform oj Italian Painting around

1590, 2 vols . London, IV7I. i. 109-10, and ll. no. I 10). He illustrates Sebastiano s

picture (fig. 93) but overlooks t-onlana's which she repealed in several versions

(e.g Rome, dalleria Borghese. dated Is'yli

ix

Galli. tig 8.

19.

Xtalvasia. i. 177.

20.

Both works, mentioned by Malvasia and Mancini respectively, are lost. Roughly

three male portraits survive from sixteenth-century Italy lor every female portrait.

Women also appear less frequently as donors in Italian altarpieces than in those

ol Germany and (-landers.

21.

I am grateful to Gilberte Martin-Mery for checking the form of the signature for

me For the change of form after Fontana's marriage, see note 1 of her biography.
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Bolognese period, the identification is n<>i plausible, h is retained

here as a convenience until further research cither confirms the tra-

dition or provides a hetter answer

6.

Portrait ofa Soblewoman.cz I.^KO

Oil on canvas

4< K »5!4 in il 14.3 *. 90.17 cm i

Sew Vork, kojtman foundation. Ine

Although there is now no trace ol the customary signature, then

he no douht that this handsome portrait is correctly attrihuted to

I av inia \ ont.m.i -'

' I he meticulous attention to the sitter's embroidered

costume and jewels, the drawing ot the features and hands, and the

type ol small lap dog are .ill characteristic. \ ontana i Portrait

Woman (Baltimore, Walters Art Gallery) is esp< on

details such as the long, tapering fingers, the pattern on the sleeves,

ami tlie Jog ( Hhei signed portraits ol women by f ontana oiler similar

parallels -
I he voung. dear!) wealth) young woman in the work

exhibited has traditionally been identified as the Duchess ot \l.mtua.

but she does not resemble Duchess I eonon dc'Mcdici as portrayed

by f ontana in the painting now in Dublin .-'••
\ urther research into her

jewels and clothes might locate some heraldic devices that would

allow a mote precise identification to be made

I he plain background of this portrait is tound in \ ontana s other

female portraits, while her portraits ot male sitters generally include

a setting that complements the patron's status and profession 1 he-

poses and gestures ot her male subjects also tend to be livelier than

those ot hei female sitters .mil they often look directly at the viewer,

in contrast to the modestly averted ga/e typical ot all female portraits

at this time I he portrait makes a splendid impression because of the

sitter s beautiful clothes and accessories, het wealth and status, not

her personality, are its subject I he conventional pose and mechanical

gestures hctrav little ot her character, though comparison with other

female portraits by r ontana allows one to guess that her subject on

this occasion was a shy young woman who was not yet entirely at ease

with her high social status

7.

Soli W< Tangt r< 1 *K I

( )il on canvas

»2 \ 25' .- m (XI \ <>< on
|

Signed lower right: LAVINIA FONTANA M ZAPPB FACIEBAT / MDLXXXI

r lorence. C.alleria degh I Ih/i
I

I

»

i See color plate, p I

I he Soli U. / • one of Fontana's most beautiful religious

paintings | he soft evening light, the evocative landscape setting w ith

the magical distant vista behind C hrist. and the quiet. Parmesc color

scheme all reveal a sensitive artistic vision not always found in her

larger works I he Magdalene wears a golden yellow cloak over a

muted pink dress with pink sleeves; her sandals are blue Christ's

robes are a faded pink. Fo the left in the di - figures

t Har!!. Giu/ir. R,.nuin., New Mjun. 1958, pi '--»

For ihc Pass

The attribution has been supported by Anion a document belonging

to the o» n<.:fl \ - . Hurt mji once ha^c existed on the from edge of the table

below the dog. an area that is slightly worn.

2J

The Baltimore portrait is illustrated b> Tufts I
//...

For other comparable works, see Tutts ibid., fig. 9. 77ie (

Bologna. Pinacoteca Nazionale) ax S riwait. Florei

Palazzo Pirn, signed and dated 157?). The latter wort c signature

visible in old photographs, has recent!) been catalog

iN Cipriani, l.i Galleria Palutina net Palu::,' Pun ..

176. no. 1X41).

26

Tufis. Hidden H 74 fig
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approach the emptv tomb where an angel waits to guv' them. I he

golden have hints at Christ's coming resurrection.

In spirit but not in an> precise details I avinia was here inspired b)

Correggio, whose \ Wi I ca 1532, Madrid, Prado) was

then m Bologna m the collection of the Ercolani family, one ofwhom
was her godparent.*1 Her Magdalene does not sink to the ground with

the sinuous ecstasy of < orreggio's figure hut kneels firmly . sure of bet

faith, as she receives Christ's blessing and listens to his instructions

The moment shown must follow the gesture forbidding the Magdalene

to come closer that gives the subject its name (John 20 I
">

I ontana's

C hrist wears the clothes of an imaginary biblical gardener hut c or-

reggio's Christ has laid aside his tools and wears onl\ a blue tog.i

I ontana's color scheme, though i orreggesque, does not follow that of

the Prado picture I he subdued lighting is also tv pica! of him Hei

landscape is more secluded than that of his \..// \/, Tangrrt hut such

openings fringed with foliage can he found in other paintings of his

Fontana had studied other artists than ( orreggio I he distant v iew

with the winding river, bridge, fortifications, and castles recalls the

vistas of Niccolo delPAbbate. Hei sturdy ( hnst is a Michelangelesquc

figure hut seen through the eves k^\ Sebastiano del Piomho. whose

provided her with a schemata tor both tigui.

ro name these possible sources is not to accuse | ontana of plagiarism

knowledge of earlier interpretations of similar themes and emotions,

their Study, absorption, and re interpret at ion. all this was considered

essential for an ambitious artist in the sixteenth century I urther. to

render homage to the achievements of earlier masters was also to

invite comparison with them I he final result in this case resembles

no other interpretation of this theme except in the basic iconogtaphi-

cal elements the kneeling Magdalene and the standing ( hr ist I he

figures visiting the tomb are seldom included and the landscape is

also rarelv given such importance

\ ontana reveals here her appreciation of the poetrv i^H orrcggios

art. something thai no other Bolognese artist was to do until \nnibale

visited Parma in 1585. She appreciated too the essential simplicitv

of his composition in contrast to the more complicated designs then

fashionable in Bologna I wo vears after she finished her \.>// \f,

\nnibale unveiled his first altarpiect in Bologna Mis more
stronglv painted and brilliant I) observed realizations of religious

drama would tinallv destro) Bolognese manii ru but it is clear too

that \ ontana was moving, much more quiellv. in a similar direction

e S

f'l

mfw?Mm.

w
Af

f

iciure in (he Palazzo Ercolani. At the end of the

centurv. Cardinal Pietro Aldobrandini look ir to Rome, it went from his collec-

tion io that of the Ludovisi and tr S niP Bianconi. Tuna Ui pitlura

del Cori hi baptismal document, sec Galli. 107

Sebastiano's picture, now in London i National Gallerv i. was then in Narhonne
Cathedral but it was among his most famous works, having been painted in

competition with Raph ^n was ccrtainh known to

Italian artists after 1520. when it was sent to France iC Gould. National Gotten
Catalogw - The Sixteenth-Centun Italian ScHimjIs. London. 1975. 242ff ).

29

Fontana painted one small picture that is almost pure landscape, her St. Francis
Receiving the Stigmata of 1579 (Bologna. Villa Reverdini.
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Kcde Galizia

Italian, 1578-1630

I ede Galizia was presumably laughl h\ her father, Nunzio Galizia, a

miniaturist from rrento in Nunli Italy Ahnuusu<irkmg m Milan

when she was hum ' Hei talents were noted in prmi when she was
onl> twelve years old.1 B> her late teens she had established an inter-

national reputation as a portraitist (see cat no Kl In I W> she painted

a Judith and Her Handmaid now m Sarasota, I lor ida; .in autograph
version m Rome was made Bve yean latei ' \ tt ill-life painting made
m 1602 proves that she was active in this new genre also (cat no 9)

She painted the high altarpiecc <>t Santa Maria Maddalena, Milan, in

1616 and several oilier ptihln. commissions lor Milanese churches,

some ot which survive She made her will on June 21, 1630, and

probably died ihortl) thereafter in the plague then affecting much ot

Italy

Stefano Bottari, in a recent useful study ot \ ede Galizia, has compiled

a catalog of works by 01 attributable to her.4 (he majority ot these

are Still-life paintings, even though hei reputation was made as a

portraitist who also painted religious compositions Her tew surviving

works thai are not still lives reveal little impact ot the energetic late

Mannerist stvlc then practiced in Milan hv ( i B ( respi ill ( eranoi

and G ( Procaccini Instead her work has a restrained simplicity

found in a tew other late sivtecnth-ccnlurv Italian painters work and

often associated with the ( ountei Reformation. It is for her still lives.

however, that she will he remembered Vmong the earliest true still

lives made in Italv. the nest ot them have a powerful impact that

belies the simplicity of their design, ["hey have reminded critics of

Zurbaran's rare, shghtlv later still lives, works that are almost primi-

tive in composition hv the standards of his time hut that are never-

theless acknowledged to he among the most striking produced in the

seventeenth century. Galizia's austerely understated designs are only

now receiving the appreciation they deserve

1

Her dale of hirih derives from the inscription on her por
(Cat no Si which savs lhal she was eighteen in I's* Her fatlM

1573 and died after 1621 Verj little work by him is known Hi

a death dale "in den ersten Jahren des I" Jahrh." hut hi - work in

Turin in 1621
I A Baudi de \ omi / arte in Pn \ I /

ad A I III teeolo. Turin. 1963 I

ip I' I omazzo, Idea ./. I fi mpio delta piitura. Milar !

-
s ihat she

is "dandosi all'imitation de i piu eccellenii dell arte n

)

Ringling Museums. Sarasota, no 684 (exhibited in the \\

Womanai Heroine, I972.no. II). Bottari (see note 4 below) did not know

picture, which mav be identifiable with the work of the same si. lizia

recorded in the roval palace. Turin, around 1635 iBottar:

the version in Rome see P. della Pergola. Galleria B,

27-28. no JO
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. 11525-16041 1596

Oil on canvas

\ II in (88 \ 79cm.)

Signed along the upper edge • in sgaluciav irgo m dk iss u i v i

SUE. ANN. XVUI OM s H>H . [c] I'M I I MORIGII SIMUI M Kl M. \ss 72

i.Rxl I vsimi EHGO EFFINXIT. vwo 1596

Milan. Pinacoteca Vmbrosiana i 1 10)

Paolo Morigia, a Jesuil scholar and historian, was one ot I ede

Galizia's earliest patrons and supporters.3 In /.. \obiltadi \///<i>io.

his collection ofshort biographies ofli\ mg and dead Milanese notables

published in 1595. he declares that she had shown "cleat and evident

signs of becoming a trul> noble painter' in numhet of drawings and

especiall) m several portraits, including one of himself He praises his

portrait as being ot such excellence, anil such a good likeness, that

one could not desire anvthing nunc ""
I hat portrait is lost, hut the

one in the exhibition, made a year later, ma) reflect the design of its

missing predecessor :
It shows Morigia seated at his desk, looking

up after finishing a short rHHrm about the picture and its creator 1*0

the left is a cop) of /•• Sobilla di Hilano, with some other Nx>ks

and an inkwell I he CTUdel) lettered inscription above was ptohahlv

copied off the frame onto the picture at a latet date
"

Morigia faces us across his desk, onh too aware ot the tact that his

portrait is being painted He is being most cooperative, holding still

lor the artist, tolerating this momentary boredom with good humor
tor the sake of the immortal it) he hopes the image w ill prov idc I he

result is effective preciseJ) because Galizia seems to have recorded

Morigia Hist as he presented himself to her. unfiltered b\ either

idealizing conventions or the artists o» n personalit) she records his

wrinkles, his slight squint, and his tirmlv set iaw and drawn month,

which suggest a hint ofhumor nonetheless I he frontal presentation

is relieved bv the COntreppOStO of head and hodv and b> the slight

asymmetr) of his position right oi center I he coioi scheme is almost

monochromatic

There was a strong tradition of naturalistic portraiture in North Ital)

in the sixteenth centurx . not just in \ enice but also in pros incial

towns nearer Milan like Bergamo and Brescia, where Morelto via

Brescia and Ci B Moroni were active It IS even possible that Nunzio

Galizia was inspired to train his daughter to paint b> the example

lit Sotomsh.i VnguisM'la. who came from ( remona. some tiftv miles

southeast of Milan, and was active primanlv as a portraitist I he

Galizia famil) came from rrento, just north ot' I ake Garda, and thev

must have passed through Brescia and Bergamo on their visits

home from Milan Thus rede Galizia mav have had the example

of a female portraitist to inspire her as well as the knowledge of some

tine examples of cmquecento portraiture Indeed the sophistication

of her portrait of Morigia proves that she was aware ot the achieve-

ments o( Morone and his contemporaries.

I he direct appeal to the spectator, the self-conscious awareness of the

sitter, the careful realism, even the still life in the foreground, recall

anothei North Italian cmquecento master even moie forcibly than

Morone. namelv I oren/o I otto He had worked m Bergamo inter-

mittent!) between 1513 and 1526 on various important public com
missions ami must have left examples of his sinking portraits in local

collections. Perhaps she knew his.Giovanni igostino della Torre

(1515, I onJon. National dallerv ). which came originally from a

collection in Bergamo."' I otto shows della I owe scaled in his stud)

vv ith books on the left, facing us directl) . as Moi igia does, though nol

from behind a table Galizia's composition is close i still to the work ol

an even more illustrious predecessor. Raphael His /<<//« Inghirami

i I

's 12-14. Boston. Isabella Slew ail ( iardnei I shows thai bishop

scholar seated behind a desk ,\ns.\ tinned slight!) to the left, his hands

icsting on his manusci ipt and a book in a pose that is almost a mil ioi

image ot Morigia's. it is not impossible that Gal izia visited l lorence

and knew the version of this woi k then in the Medici collect ions,

though the resemblance mav be fortuitous. 11
( crlainlv it was the

v igorousl) realistic tradition of local cmquecento portraiture that

made the greatest impression on hei . I he high qual Kv ol this early

woik makes n all the more regrettable thai so few othet portraits b)

her are now know n
'-'

'i

Basket oj I'mt h'\

Oil On panel

II x Its' : in. (28 x 42 cm >

New N^oik. New house (pal lei ics. Inc.

( >nl> one certain still-life painting b) l ede ( ializia is know n. bul not

CUrrentl) located. small panel signed and dated 1602 published by

( urt Benedict in 1938 when it was m the Anholt Collection in

\msterdam ' ' It shows a peal and a halt peai on the left, a full-blown

lose on the tight, and a metal (mil stand tilled with apricots in the

centei \ closel) related composition with an old am ibution to

( ializia is in the ( ampagnano ( ollection in l lorence.' ' Bound these

two works Stefano Bottai i has grouped almost twenty more paintings

that are either bv her or close to hei in Style. 18 Among these is the

splendid Basket "/ l'< at hes in this exhibition.

Paintings ot inanimate Objects "A ith no human Figures present hardly

existed in Ital) before the seventeenth century, although there were

artists hke Giovanni da I dine (1487-1564) who were famous foi

painting fruits, vegetables, anil (lowers in and around (he figure com-
positions of other artists." 1 Oali/ia's missing picture of lf>()2 is in fact

the tirst dated still life bv an Italian artist, although ( aravaggio's

Basket <>/ Fruit (Milan. Amhrosiana). which was in the collection of

( animal 1 ederico Borromeo in Milan by 1607, was certainly painted

betore 1600." I hus ( ializia was. like ( lara Peeters in Antwerp and

I ouise Moillon in Paris, one of the earliest specialists in this new
genre. Galizia was probablv inspired to try her hand at still life by the

presence in Milan of Jan Brueghel, who was working for Cardinal

I ederico bv 1595. Jan. however, rarely painted still lives of anything

"Fede Galizia Arn .<• • I
1*."., v>9-6o. v. ith two color

plates X more full) illustrated anil slightly expanded version ol ihji article has

been printed as ,, small monograph in ih Una -Xrnsii Ircnlini

iBouari. 191

5

Morigia. »ho gets .i \crs brief mention in the Em iclopedia Caltolica, wrote ai

leas! seventeen hooks, according to the printed catalog of the British Museum.
and was Superior General of his order several limes

6.

Morigia. La Nobilta Jt Milano. 1595 ed . 2x2: IMC ed., 467.

In addition to the mo signed versions of the Judith mentioned in the hiograph>.

there are versions or copies of several ol her siill lives, suggesting that she

repeated successful designs for other clients

8.

Though perfectly legible, the text has not been published li reads "O viatore.

ch'miri.' se di sapi r sei vago. Chi die col suo pennel voce a limago / Che qui

di me si vede. fu gu Galizia Fede. / Che per tenermi dopo morte in vita / Qui
spirante. e qui vivo, a te m'addiia." A literal translation follows: O admiring

traveler, it you wish lo know whose brush gave voice lo this image ol me which

you see here, il was Fede Galizia, who to keep me alive after deaih. breathing

hire and here alive, shows me lo you Botlari 1 1 965, 2S-26) publishes two other

poems Morigia dedicated to Galizia in 1605 and 1609

9.

Boliari ( 196 s 12i gives the variant inscription recorded by logolan in IX9X. thai

text gives the letter G before the word I'auli, implied in our picture by the sign

for an abbreviation preceding the word I'auli and not needed after hoc. Thus our

portrait may have been trimmed slightly on the left. Fogolari gives the sitter's age

as seventy-four hut seveniy-two agrees with the known birth dale

10

ild. National Gaiter} Catalogues, The Sixteenth-Century Italian Schools,

London. 1975. 134. Sofonisba Anguissola's Portrait ofa Dominican Astronomer

(Berenson. I96K. i. 14 and pi. 1971. Fee S Anguissola bibliography) would cer-

tainly have interested Fede, to name yet another possible source.

II.

In 1596 the Boston picture was in Volierra with Inghirami's heirs and thus

inaccessible. The portrait is one of the first Italian Renaissance depictions of a

scholar at work and as such must be counted an indirect, if nol a direct, source.
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bul flowers'" I he high viewpoint, planar arrangement, and add

symmetrical compositions seen in Galizia's first still lives show that

she must have been aware of other earl) efforts, perhaps of north-

erners like Cieorg I legcl. perhaps earl> Spanish / fol Milan

was then under Spanish political control M all events, the I

Peaches exhibited here is a more sophisticated work than Galu
( ampagnano picture, and was almost certainly painted after she had

seen ( atavaggios basket set close to the picture surface and filled with

grapes, apples tigs, and pears with their leaves still attached

Ml Galizia's other still lives except that of 1602 show the front edge

of the surface on which the fruit has been placed and allow more
space around the obiects show n as well. In our work leaves and

flowers are cut bv the edge on all sides I bus the I
' hes

(like the 1602 panel) appears to have been cut down slighllv I he

reduction <<\ the forni.it serves to emphasi/e the plump, rounded forms

of the peaches, which are beautifully realized, and to emphasi/e the

intimaC) of the picture It is so close in conception to her Snll I

11 uh Peat h( \ ,in,l Apples (Heusy, Belgium. I /urstrassen ( ollectii

that thev niav have been conceived .1-- a pair In both works the color

scheme is limited but careftlll) judged In the latter the dark green ot

the glass fruit dish and the pale green of the apples placed beside it

are played otf against the pale gold flashed with pink ot the peaches

in the center In the Hit • ht <. the golden tones of the fruit

are complemented b> the light brown basket and warm brown ground

anil contrasted onlv bv the dark green leaves emerging from the pile

ot peaches In both works .1 scattering ot jasmine blossoms completes

the scale ot tonal v.dues, inviting us to remember their pungent

perfume along with the taste ot ripe peaches and the smell ot rot

am) pinks

I he restrained simplicity of Galizia's -till lives, which show an

increasingly sophisticated plav <>t rounded fruit forms and their

elliptical containers against the surrounding sp.i>.e was not taken up

bv her contemporaries snll lite m seicento Italy npensate

for its theoretical inferiority, tended to be extremely elaborate, closer

to the lav ish banquets ot I lemish art ists like I rans Snv ders than to

tlie formal economy ot Spanish masters like Juan Sanchez ( otan and

I rancisco de Zurbaran Indeed w uh the except ion of Evaristo Baschems

1 Irs I" '-1677), who came I rom Bergamo, no Italian still -hie painter

made a virtue ot simplicity and developed compositions based on a

few curved solids Baschenis' superb orchestrations ot the forms ot

musical instruments, like Galizia's much simpler studies ot fruit, were

also forgotten until this century, when their formal beauty has at last

been recognized

1:.

Hot (an 1 1
s)6,5

1 illustrates two others, the Portrait or Ludovico Settala in ihe

collection of Mina Oregon. Florence ipi 4), and another said to he ol ihc same
siller in ihe AmhroM.in.i ipl 5), ITie latter 1-. in had condition X ihird porlr.111

datable \tz. is said to exist in the collections of ihe Ospedalc Maggiore, Milan

(Bottari, 1965, 13, no 5).

13.

Curt Benedict. "Osias Been. / 'amour de Ian. October 1938, 305, rig 14. see

also Bottari. ic*s lig h

14.

Bottari, 1965, fig.
~ and color frontispiece

15.

A Caravaggesque -.nil life in the Wadsworth Atheneum, Hartford (no. ts>4i 353),

has been attributed to Galizia hut in borh composition and technique differs

considerably from the group associated with her name h\ Bottari (S I Ostrow,
Baroque Painting — Itah and Her Influence. New Haven, IdfiS. no. (S>.

A much disputed »ork h\ or . ni da I dine is a Snll I it, - ilk .4 <

Plant inscribed "G I> I din* N

no J) It may have been part of a wall decoration, althougl nmk

11 is a later pastiche

17.

\\ Friedlaendei Princeton. 1955. 142-44. The light ba<

ground paini was certainl) applied after the fruit was paim. .ating

much dehale as to whether Caravagg J the work, as ^n independent still

lift or adapied it at the request of his patron. Cardinal del M
it to Cardinal Federico. possibl) - 596

is

V Greindl, Lei peintres flamandt - Je nature morle au X I I

15?. lists onlv one signed snll life in which flowers are not the prima

[He Basket of Fruit attributed to Jan by Bottari (1965. fig IS isbyw

certainl) his work
19.

Sterling, color frontispiece; ft her still 1

similar to these two was with I

X P"I 1969

It depicts artichokes and asp..
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Vrtcniisia GeatilescM

Italian. 1593-1652 S3

While ihc life and career of \rtemiMa Gentileschi were most!) a

series of exceptions to the rules about women and women artists, m
one respect she was typical she was the daughter of a painter '

Although her father. Ora/io Gentileschi ( I 563- 1 o J9), » as ten yean
older than ( atavaggio. it is .is his follower that he is best known He
adopted the solid realism of< aravaggio's figures, the shallow pictorial

space of his compositions, and the natural ps\cholog\ ofha narrative

However, Orazio avoided the extreme tcnehroso effects of ( ravag-

gio's mature work, worked in fresco as well as oil. used more extensive

interior and evtenor settings, and displayed more interest in subtle

pastel colors and tcxtural effects He painted some of the most beau-

tiful works of all ( arav.iggio s numerous, gifted followers

Artemisia had the advantage, therefore, of a teacher of real stature

He in turn wanted to ensure that she was proper I v trained and in I h I I

hired \gostmo lassi (ca I
*8<>- Ih44i. w ho was then a co-worker on

several important commissions, to teach her perspective lassi was

a violent and disreputahle character who had been convicted ol

arranging the murder of his w ped trtemisia and then tried

to stxMhe her with promises of marriage, never fulfilled Her lather

finallv tixik 1 assi to court, suing him for the ' sverginamento ot his

daughter, as well as for the theft of several pictures I he trial, which

began in Ma) 1612, lasted five months \rtemisia was tortured

with the thumb screw, apparently a contemporarx form of lie detector

A month after the trial ended in October, Artemisia was married to

a Florentine. Pictro Antonio di \ incen/o Stiattesi; the> prohahlv

moved to \ lorence shortly afterwards ' I assi spent eight months

in prison but was finallv acquitted I he trial must have been a painlul

emotional experience for her: she has had a reputation as a sexually

licentious woman ever since.

Bv 1613 Artemisia was well know n as an artist in Florence She

joined the Accademia del Disegno in IhlfS and was one of several

artists employed to decorate the C asa Buonarroti in 1617. Several

important pictures can be dated to her Florentine period, which

ended in 1620 Most of the next decade was spent in Rome, although

she ma) have v jsited i ienoa in \t>2 l w ith hei fathei .\n>.\ was in

\ enice in \t>2~ '
I ew ot hei woiks can be seCUKl) placed in this

decade, but among them is the maivelous Judith mul Maidservant in

Detroit (cal no. 13) Bv Vugust 1630 she had settled in Naples

Despite man) hopeful letters to prospective patrons in Rome. Flor-

ence, and \lodena. explaining that "I have no wish to stas here

longei because ot the tumults oi u.u as well as the uncomfortable life

and high prices." she was to remain there until her death. She left only

once, to our knowledge, to go to I ondon to help her aging father

finish the decoration of the Queen's House m Greenwich, but aftei

clearing up his affairs on his death in February 1639 she returned to

Naples in ItS-ldoi I Ml Hei final decade is not well documented,

except the vears IMS to IhM when she corresponded with Antonio

Kufto ol ( alabria, fol whom she painted several pictures. A Hulh-

theba dated lh*2 was recorded in the earl) nineteenth century. She

was \.\\;.\\.\ bv IM I

Artemisia Gentileschi is the lust woman in the history of western art

to make a significant and undeniably important contribution to the

ail ot hei lime " Her role in the < RXavaggesque movement, especially

as a transmitter of his ideas to I lorence. Genoa and Naples, although

hist proposed bv Kobeilo 1 onghi in 1916, has only recently received

widespread recognition, largeh thanks to the excellent article by

R Ward Bissell 7
I rom the beginning she concentrated on full-scale

figure compositions, often of dramatic subjects, and while her con-

temporaries frequentl) praised her skills as a portraitist, lew examples

have come down lo us anil few are recorded in the early sources.

Instead she seems to have preferred biblical and mythological sub-

jects with heroines — Judith. Susanna. I ucretia. Bathsheba. Cleo-

patra, I st her. Diana — oral least subjects in which women had

major roles, such as Joseph and the wife of Potrphar. We might guess

that she believed the female nude io be one of her strong suits simply

from the number of surviving works employing them. Some of her

letters to Ruffo refer to this aspect of her work and the expenses

\\ ith ihc exceptioni noted, Ihis biography depends on Hisscll's arliclc of 1968. lo

which Ihc reader is referred lor full references.

2

A monograph on Orayio hy K Ward Hisscll is Hearing completion. A good brief

introduction to Ora/io can be found in Spear's lext in Cleveland Museum of Art.

1471. lOOfT.

I

More information on Tassi is provided by Rudolf and Margot Witikower. Bom
under Saturn. New York. 1963, 162ff.

4.

Bissell, 1?4. Her husband is recorded living with her in Florence. They had at

least one daughter born around 1618. In 1619 she wrote to the Grand Duke
Cosimo ii to complain of unfair financial treatment by her husband (C. del Bravo.

"Su Cristofano Allori." Parairone. 1967. no. 205. 82. n. II). By 1624 Artemisia was

living in Rome with her daughter Palmira, who was then six. and a servant.

Letters of 1635 mention her brother Francesco as someone who looks after her

affairs and escorts her pictures to clients in Rome and Modena. In 1637, in the

postscript of a letter to Cassiano dal Pozzo. she asks for news of her husband. In

brief, the marriage did not last and she seems to have lived most of her life in a

state of independence rare for a woman at the time.
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entailed in finding good models Artemisia must have consciously

decided lo lake advantage of her scv. which made it easier t"i her

than for a male artist to stud> the female body (and impossible

her to draw the male nude) V\ e can appreciate thi realism of

her women and the way her poses stress the psychological drama
rather than physical charm She was enough ot a business woman to

exploit the taste for pictures featuring the female nude, hut she

also flaunting her skill at a branch ot painting always assumed li

beyond the capacities ot "una dOfll

Most of Artemisia's finest pictures were painted bcfofl -pile

her firm protestations to kuffo that she never used the same design

tw ice. she painted repetitions o| two ol her finest works, the Jiuliih

Killing Holofernei if lorence, I ffi/n and the Judith o> I rvant

(cat no I'l. that are weak shadows of the originals, and a ..

many pictures of Bathshcba that v.iry the design only slightly "She
received public commissions tor the first time in Naples, but tradi-

tional subjects like the Annunciation, the Adoration of the Magi, and

the Hi rth of the Baptist did not stir her imagination as Judith and

Susanna had I'art ol her problem w .is a shift in taste aw ay from the

dark and dramatic realism of I
|

•' to the lighter-toned, ideal

style practiced by artists like duido Rem and Domenichmo. both

of whom had worked in Naples \rtemisia had to tame her instinctive

gifts as a realist, and the results are often literally uninspired

\hout twenty letters written to various patrons by \rtcmisia have

been published In many ot them we can sense the strong personality

that her paintings also reflect Vrtemisia was not a feminist by current

standards but her letters reveal het awareness ot the problems that

professional women face and her determination to be treated fairly

I he group ot letters sent to Don Antonio kutlo .ire especially inter-

esting in this respett ' < >n January JO, IMY. she tells him that when
she says her pictures cost one hundred tcudi per figure, she means

it She has been paid that sum in Rome, I lorence. Venice, and Naples,

and Kuttodownm Messina will have to pay it too She softens the

blow with the following I have th. -ympathy tor your lord-

ship, because the name ol a woman makes one doubtful until one has

seen the work In March she again puts hersell down a little after

hav ing asserted herself " As long as I live. I w ill have control over my
being.' she declares, but she closes with. "I will not bore you any

longer with this female chatt< '" August 7, announcing that

she has finished a I i niu and r him < the work is lost i. she

says. "Ihis will show your I ordship what a woman can do." Three

months later, she is upset because he has actually fell it necessary to

state that he wants a different design ot a subject she has previously

painted for him "
I hanks to the grace ot God and of the most glorious

\ irgin." she responded in November, "one woman at least has been

given that gift, namely lo vary the subjects of mv paintings, and no

one has ever found the same design repeated, not even one hand.''

Defending her prices once more, she says that pictures with many

female nudes are expensive to do and produce "un gran rompimento

di capo la big headache) And her final remark in this letter, which is

locaca 89-92

Perhaps the Statement should he qualified as applv ing on,

period, given the contribution ol women 10 the art of embroider) m 'he Middle

Kges

7.

Tutts 1974, S9) exaggerates when m« il her influc

Caravaggio. The first edition of R
1600-1~><i makes onl) passing mention of Artemisia but the mil

more. iragraph to her

8.

Bissell (163ff.) discusses several of these, the finest being th

(Ohio) Gallery of Fine Arts (cat. no. 15). The quality of some of the other versions

is so low that one wonders whether some are not shop proj

9.

Ruffo. 46-53.

119



full ol that forceful personal it) that «c sense m her best paintings,

declares, "> ou will rind the spirit of < aesai m the soul of this woman."
\\ e might not approve of a woman today who declared that deep

down she was really a man. but we can appreciate Artemisia's decla-

ration in its contemporary context as an exceptional assertion of

self-esteem by an extraordinary woman.

10.

Susanna and the Elders, IMO
Oil on canvas

67 x rs in. ( 170 x 121 cm.)

Inscribed lower left Arte [misia] fGentileschJ IMO
Pommersfdden, Schloss Weissenstein, Or Karl Grafvan Schonborn-

\N icsentheid

This painting comes from a relative!) inaccessible private collection

near Bamberg and is not well known in the original ex en to seicento

scholars although it has been dHomed in print since l°-24 1 he date,

inscribed on the step, is parti) obliterated and has usual!) been read as

1610.n \s long as the artist was thought to haxe been horn in I

-

which meant that she was onlv thirteen at the time the Suumna was

painted, scholars disbelieved the signature and attributed the picture

to her father." Von suggested another explanation. namely that the

date be read IM°- and the signature accepted, a proposal tecentlv

supported b) Hissell '-'
I was not able to examine the picture before the

exhibition, but the curator of the collection, \\ilhelm Sohonath, has

recentl) informed me that the nii>st probable reading of the inscription

is IMO Now that we know Oentileschi was seventeen, not thirteen,

in 1M0. we can reconsider the possibility thai the SuMJllM is an catlv

work, painted in Rome onh I vear after she began her Career, accord-

ing to her father's testimon) at the trial

The form of the signature lends to support (he earl) date In I lorence

she signed her works "Artemisia I omi." reverting to her paternal

grandfather's name instead of her grandmother s. probablv to empha-

size her ruscan origins u In arguing for the date IMS", when she was

in Florence, Hissell suggested that the unusual form of the signature

might indicate that the picture was commissioned bv a non-1 lorentine

patron I he provenance ofthe picture cannot unfortunately be traced

back to Italy to provide circumstantial evidence in favor of either

theory

.

The chief argument in favor of the attribution to Artemisia rather

than Orazio, apart from the signature, is the heavily built female

figure, who is also more emotionally expressive than is usual tor

Orazio. The chief argument in favor of Orazk>*s authorship is that

the picture is simply too gotxl to be one of her first works \ more
defensible argument for his participation is the design, which uses a

sophisticated system of flowing, curved lines and careful I) balanced

volumes that recalls one of his masterpieces of this period, the Judith

with the Head I // in Hartford iWadsworth Atheneum).

The folds are not as crisp and angular as they are in Artemisia's

Judith Beheading Holofernes (Florence, I fti/n and in her Magdalene

icat DO. 1 IK both painted a few years after IMO. but the draper) is also

less complex and varied in handling than is usual for Ora/io in IMO.
The painting also lacks the subtle plav of reflected light so typical of

him. An attribution to Artemisia in IMO therefore seems to be

plausible given some assistance from Ora/io with the planning of

the design

Hissell has compared the Susanna, w ith a ( lc, tpatra and a / ucretia,

both in Genoese collections, which he attributes to her and dates 1621.

Neithei work is signed and not all scholars agree with him. some

prefei i ing to give them to Orazio. Decisions depend parti) on intei

pretations of Orazio's artistic personalit) I suall) he is seen as a

quieter, moic Iv i ical artist than \uemisia. his women are often

slimmei anil more elegant and oo not conve) the earth) sexuality of

hers Mis beautiful Danae in ( leveland is certain!) conceived in a

veiv different spn it from the robust I ucretia who squeezes her

bieast as she prepares to stab herself ''
I v en the daughters ol 1 ot. a

subject Orazio painted several times, while heav lei than his othei

women, do not displav as much naked flesh as Susanna and I ucieti.i

Ao '•' In this respect tOO the completelv nude ( leopatia is sinking.

Ihus I am inclined to support the attribution to \rtemisia of all

thtee wot ks

ihe Vpocryphal stor) ol Susanna and the Elders was alread)

extremel) popular with artists m Italv bv the late sixteenth century.

especiall) m Venice, but Artemisia's sources seem to be two prints

and a painting bv the ( atiacci. xnnihalc made an elaborate cngiav

ing Of Susanna aiound I
^ l)0 and a painting of the Same Subject about

ten vears Liter aflei he had moved to Rome." Ihe basic compositional

BJTangemenI With Susanna On the left and the Old men approaching

from behind on the right could have been adapted from the punt as

could the heaV) build and the pose >>l Susanna below the WaiSl I he

gesture of the man on the right who tells Susanna to keep quiet occurs

in the painting, which had a much simplei design that probablv

appealed to \rtemisia too. who may also have considered a pi ml ot a

nymph b) \gostino< arracci."

I wo aspects ol Artemisia's Susanna are Original the concentrated

simplicitv ol the composition and the almost total nudity of Susanna

I he Contrast of her pale, lonclv figure w ith the darkly smistei pin ol

plotting elders is brilliantl) staged ) ormal elegance and psychological

truth work in unison Susanna turns away from (he lascivious old men.

her raised left arm completing the diamond-shaped unit containing

them, a symbol ol their mutual involvement, while the rest of her body

is silhouetted against the wall, isolated and vulnerable. The compo-
sition fuses Artemisia's knowledge of the most advanced trends in

Roman painting, albeit with some help from her father, with her own
strong feelings about the attitudes of men towards women and her

pride in her ability to paint the nude female figure. The problem

remains — was this masterly synthesis achieved when she was only

seventeen, and if SO, to what extent did her father participate in this

marvelous painting ' By offering scholars an opportunity to see the

work, this exhibition may help to answer these questions.

10.

T von Fnmmel. I'erzetchnu der Oemalde in Graflich Schunbom-H ie\enthetd'-

schem Besitre, Pommersfeldt
11.

Thus Longhi ("Ullimi studi sul Caravaggio t la sua cerchia." Proporzionl, I, 194'.

VI, m 1 miliani i "Orazio Gentileschi nuove proposte per it v laggio

marchigiano.' Paravane, ix. 1958. no. 103. 42); and Moir 1 100), all cited by

Bisseil

12

Voss, 463.

13.

In 1612 Orazio slated thar Artemisia had been painting for three years and had
now "reached the point thar I can venture to say thai today she has no peers

iBissell. 154. cuing a document published b> 1. Tanfani-Centofanti in 1897).

14.

Bisseil. 157. note 38.

15.

For the Dana- see Cleveland Museum of An. 1971. no. 32 (color pi.): for the

Cleopatra anc Lucretia, see Bisseil. figs. 5 and 6.

16

R vv jrd Hissell. "Orazio (icnnlcschi and Ihe Theme of 'Lot and His Daughters'.'

Bulletin ul ihe \atumul Galier) of Canada, Ottawa. \is. 1969. 16-33.

17.

Donald Posncr. Annihale Carracci: A Study in the Reform "/ Italian Painting

around 1520, 2 vols.. London. 1971. u. nos. 57 and 131a. The painung is known

only in a version (copy'') aliribuled by some scholars to I.anfranco. by others.

myself included, to Domenichino

120



II.

///< Penitent Magdaiem ca 1619-20

Oil <>n canvas

41 '. \ 41 in. I 106 v 109 cm.)

Inscribed center lefl <>n the chaii \k iimisu i omi and on ihc right

OPTIMAM l'\H mm ELECn
I lorence Galleria Palalina, Palazzo Pitti ( 1 42)

I his work is one ot Artemisia'* most beautiful pictures though per-

haps not among her more successlul in psychological terms Hisscll

has suggested that it was commissioned h\ Grand Duke ( osimo n

I I $90-1621), whose wile was Maddalcna d Austria ' ' \lthough the

work is not recorded in inventories ot the Palazzo 1'itti until the

nineteenth century, Us location, the form ot the signature, and the

hold ( aravaggetqUC presentation all mark it as a product ot Artemisia's

Florentine pen.

I he Magdalene s golden >cllow dress is one ot the most spectacular

passages ot painting in all ot Artemisia s work, indeed the color is

almost her ttademat k She sets nit this sumptuous displa> w ith a dull

red chail h.ick. a green laNceloth and a hlue border on the du
I he Magdalene turns .tw.i> |r<>m a mir rot lymbol ot the vanities ot

her former, waited lite, and looks in heaven, having now chosen the

heller pari, as the tCXI on the mirror trame explains ! he words come
from ( hnst s speech to Maltha when she complained thai Mar>

Magdalene was not doing her share ot the housework il like H> 42 i

Artemisia's Magdalene, like all I tie women she preferred to por tra> . is

Conceived as a heroine, and is the relore show n as a woman ot heron.

proportions Significantly, Artemisia's interpretation avoids the more
obvious suggest ions ot sexuality SO often lound in seventeenth -cent ui>

pictures of this subject, including her father's (Vienna, kunsthistor-

isches Museum) I he impressive stature ot Artemisia s Magdalene

also makes a striking contrast wnh the vulnerable voting woman
portrayed b) ( aravaggio (Rome. Galleria Doria) Both these com-
parisons emphasize the originality and independence ot Artemisia's

treatment ot this common theme

I kspitc the splendid rendition ot vcllow silk and despite the v igorousl)

personal reading ot the subject, the picture is not a complete sus.

Probabl) il is the lack ot dramatic incident that makes the facial

expression ot studied intensity .ind the strong gestures of hoth hands

seem rhetorical rather than sincere Artemisia is still an immature

artist who is overstating her case in dramatic terms B> the Ift20s she-

had come to terms with her tiercels expressive artistic temperament,

and this psychological maturity, together with even finer pictorial

skills, was to produce an authentic masterpiece such as the Judith

mitl Maidservant (cat. no 13)

l.s

M CalvesiandV Cattle. Le incision! del Carracei, Rome. 1965, no 178 \nother

Susanna and the Elders attributed to Artemisia belong', to the Marqu
Exeter (BurgtUej House: Win Photographic Surve) no I -.11.

|s*>,s. Ih~l The attribution seems possible and a date in tl

shows some impact on her work o! Guercino. especial!) in the hackgroun.

and landscape- and ihe solor scheme
14

Bissell. 156. He also proposes a date around 162 ng the picture with the

work in progress mentioned b) the artist in a letter to t osimo n ot" Februar.

1620

20.

Florence, 1970, 74-75
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12

xiiere, lr>22

Oil on cam .in

B2 i ^' ;

s in. (208 \ I2S en.)

Inscribed on the back UtTEMISIA. GETILSCA i \UIHU rom vt t f>22

Bologna, Palazzo Comunak

Hltppo Baldinucci. the onl> seventeenth-century artists' biographer

to pav more than passing attention to \nemi\ia. suvs that she began

her career painting portrait-* and produced man> while she lived in

Rome.* 1
I he surviving evidence does not suppon him Apart from

two self-portraits and this work, no portraits b> her exist and there

are tew references to anj ineart) inventories or other sources.*1 I he

portraits that she talks of doing in her letters are mainly her own This

large canvas, one of her rare dated works, is an impressive image,

the loss of her other portraits, even if the) were not numerous, is

regrettable.

The subject of this portrait has not been identified w He is shown in

military costume standing beside a table covered with a plum red

cloth, a flag of lemon vellow and rose hanging to his left Ihe COmpo-
sit ion tits a pattern that by this date was standard for conservative
patrons all over Europe I he cloth-covered table parallel to the

picture plane which supports some iconographicallv suitable para-

phernalia, the one hand outstretched, the other resting on hip or

sword pommel, the feet arranged like those of a relaxed ballet dancer,

all these details are repeated in hundreds ot examples C riven that

Artemisia had to work within such a strict formula, she could express

herself only in the illusionistic skill with which she depicted textures,

accessories, and the subject's features liemuses like 1 itian and

\elo/que/ transcended the limits of this convention bv the sheer

beauty of their painting and bv subtle relaxation of the exaggerated

formal it) inherent in the presentation Artemisia dives not triumph

over her limitations to the same degree, but the result is a power

ful portrait that conveys admirably the militarv strength with which

the patron surelv hoped to impress the spectator

13.

Judith and Maidservant *ith tin //. .... • //

Oil on canvas

K 55* in i 1X4 \ 142 cm. i

The Detroit Institute of \ris

Gift of I eslie H Green

S COlOr plate, p "Hi

The compositions of Gentileschi's earlier paintings of this stor> were
heav ily indebted either to the work of her father or to that ot ( ara-

vaggio I his canvas, which scholars believe was painted in the 1620*
when she was living in Rome, is a more original and more personal

interpretation, stressing the dramatic tension of the heroine's escape

from the heart of the enemy camp rather than the v lolence of Holo-
ternes' death. She employs here the brilliant chiaroscuro effects

produced bv artificial light sources that were preferred bv ( aravaggio\

Northern followers, such as Honthorst, and develops the narrative

content of her father's marvelous painting in Hartford i \\ ad sworth

Atheneumi .'-'• Her canvas is more than six feet high; thus the figures

are over life-si/e Compared to hei I fti/i Judith the melodrama is

much reduced but the tinal effect is no less powerful

\s well as being a superb piece of pictoi lal dramatic narrative,

Gentileschfs canvas is also quite simpl) an outstanding!) beaut iful

painting Passages such as the shadowed v loicts of the servant's dress

set off against the warm ocher of Judith's skirt and the glowing plum
reds of the curtain above then heads aie especiall) memorable. The
artist's ambition can also be appreciated it we consider for a moment
the challenges she set herself numerous aw kward foreshortening:

and difficult transitions of light and shade across facial contouis .m^\

changing fabrics Die artist is at the height of hei powers and the

result is one of hei masterpieces

14

F,imt. 1632

Oil on canvas

50 x ;k\ m (127 x 9} 4cm.)

Inscribed on the book: | I] 632/ |A| km mi six / [fa] i n hsi xi i

ins ic |4. /mm |
'| I Kosieis | I K in monogram

| / si i m . . . DEL /

no [?]

Sew > ork. \\ ildenstein \ ( ompanv

i See coloi plate, p 71)

In this magnificent dark-toned picture the deep bluish green robes ot

Fame are set off b) her rust brown sleeves; b) the light reflections on
her jewelry, on the laurel leaves in her hail, and on the velvet fabric;

and bv the white of her lace edged undei dress and the pages of the

book Manv passages are handled w uh gieat brav in a. in v iv id con-

trast to the tighth painted, disciplined technique of her earlier works.

Once more Artemisia has responded Strong!) to the theme of heroic

womanhood, even though the figure here represents an abstract

Concept rather than a particular heroine I he features reflect an ideal

beautv ot classical inspiration but are still full of individual character

Ihe work strikes a perfect balance between the vigorous realism of

her work before lh«0 and her increasingly elegant, and hence less

powerful, paintings of the next two decades

I nlike her Seff-Portrail at Hampton Court, which carefully follows

the prescription for painting in ( esare kipa's lconologia,u the

iconography of Artemisia's Fame departs from tradition. Ripa

requires lame to carry a trumpet in the right hand and an olive branch

in the left. Fame here does support a trumpet with her right hand,

but there is no olive branch, only laurel leaves. Laurel symboli/cs

triumph and eternity, certainly not inappropriate in this context.

Kipa also mentions while w ings and a gold chain round the neck from

which should hang a heart, all omitted by Artemisia. It would be

helpful to know something about the patron for whom she painted

this masterpiece, but so far all attempts to identify Mr. Trosiers

(Hosiers?) have been unsuccessful.
'-''

21.

Baldinucci. \. 25 Iff.

I ]

Bissell. 165-t*: for the self-ponraits. see Bissell. figs IK and 19.

The portrait was given to the cits b> the heirs of Agostino Pcpoli. At the time

the coat-of-arms on the table seemed to displav a Pcpoli device, but

cleaning removed it and the coat-of-arms now visible has not been identified.

The cross on the armor indicates that the subject belonged to the order of ss

Maunzio e Lazzaro.

I-

Cleveland Museum of Art. 1V7I. n.

23

Levey,

2h

The painting is not in perfect condition It was painted on canvas but transferred

to an oak panel after it entered an English collection. It has recently been restored

and returned to its original canvas support. The trimmed inscription suggests

that the picture has been cut down at some point on the left and possibly along

the top as well. Professor R. Ward Bissell. who is planning to continue his work on

Artemisia, tells me that he has been unable to trace the patron's name in any

Neapolitan sources.
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15.

David and Balhiheba ca 1640-43

Oil on canvas

76! i m. CMC x 194 1 cm.)

( olumbus (Ohio) Gallcr> of I inc Arts

Schlimachei I und Purchase anil (nil from the Schumacher

I oundation if>76)

I his painting was a cooperative venture Artemisia painted the fig-

ures; the architectural background was provided h> Viviano ( odazzi

(ca 1603-1672), a Neapolitan artist who specialized m such work.

the landscape and sk> were provided h> another Neapolitan colleague.

Domenico Gargiulo (ca 1610-ca 1675).*' In this context we n

recall \nasiaise. the Parisian miniaturist who provided borders and

backgrounds tor vhisloircs" h\ male artists Almost two hundred

flltv years later we have .i documented example ol the reverse situation.

At least si\ paintings ol the storv ol Balhshcha aie associated w uh

Artemisia -'"
( >t these the lines! is certainly this work., although a

version in I eip/ig. which ma> predate it h> a \ear or so. in a close

second -"' \s Hissell points out. Artemisia s later stvlc is more ideali/ed.

lacking the concentrated drama ol her work in the second and third

decades ot the century Her figures become slimmei and their t>pc-

less plebeian < aravaggesque naturalism was out of Fashion, and the

ethereal figures ol ( undo and the Item classicism ol Domenichino

were increasingly influential in Naples Vrtemisia tempered her

( aravaggesque traits hut did not denv her genius for dramatic storv -

telling In the I eip/ig version. Bathsheba is husv combing her hair,

attended h\ her two mauls, no messenger comes with the latal

invitation From King David, nor is he v isihle on the balcony. In the

( olumbus Version the figures are slimmer and there is more space

between anil around them Rathsheha turns to look at the jewels

brought In her maid, hut when she turns around, she will find the

nole from David that will present her with a moral dilemma to

obev her king or her husband I he pleasant landscape becomes a

symbol Ol her present peace ol mind, the massive building, where

l)a\ id watches her. a s\ mbol ol the tragedy that she is aKm I to

experience because of her physical charms I he storv is told with a

clantv that even I'oussin might appreciate, while the treatment

retains enough ol her vigorous personality lor this work to rank

among her best later canvases

;-

IX- Dominici. in. icn-osi (for the quote. K« Bissell. 163). The handling of the

architecture in born the Columbus and the I eipzig versioi per-

fectl) oonsistenl with Codazzi's style, u is the landscape witli I
_iulo.

Benedict Nicolson pointed out thai Codazzi was living ir
s

and 1647, which means that their cooperative works must date th

>
See Bissell. I63ff. To the four he discusses can he added rhe version in Leipzig

published here and another in a private collection in Viem

Reflate Mikula. who hopes to publish it. The latter picture to the

version formerh in the Ramunni Collecnon in Ban (Bissell, tic 22) I am grateful

to Professor Bissell for telling me about the Viennese picture and for lending

me his photographs of it

24.

Oil on canvas, size unknown: private collectio n loan to the Museum

der bildenden Kunste. 1 eip/ig. in
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I.

"Queslo Domenioo Fetti havca una sorella. che parimenle unch cssa dipmgcvj
Et il Screnissimo Duca, sommo amatore della virtu, t paitKOtannentc della pi i

-

lura. t'cce venire a Mancova non solo lei. ma il padre con tuna la famiglia. A. a

[urn provide, e la fanciu i entro nobilc oonvento, c pur quivi clla

talento della pittura. e con buona manicra. e con amore operandi'.

arrichi non solo quel Monastero di vane figure, ma anche adorno co' suoi colon
aim Monaster! della nohil Citta di Mantova." iDomenico Fetti had a sister who
likewise painted Die Duke, a great lover of excellence, particularly of painting,

brought her to Mantua with her father and enure famil.v. providing for them all

The voung girl became a nun in the noble convent where she exercised her talent

for painting in a good st.vle. Working with love, she enriched not only this convent
with various works but also adorned with her painting other convents in the

noble citv of Mantua, i Baglione.
i

As did her brother Domenico whose regular salary as court painter to the duke of

Mantua was established in March of that year. Document of March 24. 16 I4i Man-
tua. .Archivio di Stato. Notai Camerah B 6. iv), published by Alessandro Luzio.

La Gulleriu dei Gonzaga venduta all' Inehitterra nel 1627-28, Milan. 1913. 2K6.

|

Document ol December i, 1614 i Mantua. Archivio di Stato. P.V. Notai t'amcrali).

mentioned by Luzio, Galleria da Gonzaga, 2X6. who identilics Giusiina with I ucrina

4.

This choice was doubtless inspired by the fact that the bodies of four saints, among
them Santa I ucrina. had been obtained from Pope Paul v by Lcrdinando Gonzaga.

rhey were given into the custody ol his aunt. Marghenta Conzaga, founder of the

convent of Sant Orsola to which they were ceremoniously transported in 1614.

ilppolito Donesmondi. Dell'istoria ecclesUulica di Mantova, Mantua. 1616, n.

507; inn deli illuMriw.'"" et reverendiss. Monslgnor F. Francesco Gonzaga,

vescovodl Mantova, Venice. 1625.445.

5.

Don Tibeno Guanni. Breve naralione e vera historia della fondatione del nobi-

liss:" monasteries di S Orsola in ManlM fiindali) dulla Ser:ma Madama Mar-

Kherttu Gonzaga d'esie duchesa di Ferrara (Ms. Biblioteca Comunale. Mantua).

6.

Letter of May 26. 1636. from Arrivabene to Duke Carlo Gonzaga di Nevers

I
Mantua. Archivio di Stato. P. VII. 3315. no. 19)

7.

See Luzio. (iallena del Gonzaga, 294. 297.
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I IH 1 III. I I ( II I

Italian, active ca. 1614 -ca. 1651?

I.ucrina Fetti, sistei of the more renowned paintei Domenico I etti

(1589-1623), is lirsi mentioned by Baglionc who refers to tici .is

Domenico s "sister who likewise painted " He notes thai she was

brought from Rome to Mantua wnh her rathei and family by Duke
Ferdinando don/ ay a who provided for them all In Mantua she

became a nun m the Franciscan convenl ol Sant'Orsola where,

Baglione relates, she exercised her talent lot painting, enriching not

only her own monastery but Others in the city ' On Decembei v 1614,

the year 1 ucrina arrived in Mantua,1 il was ordered that iMtscudi

be paid to (iiustma I etti, sislct ol Domenico I etti who had become

a nun in the Ursuline convent," as a "free gift" from His Highness it

was Duke Ferdinando Gonzaga, therefore, who provided I net ma
with her convent dowry Ihisoalci reveals thai het given name was

(iiustma, from which n can be inferred that I ucrina was hei adopted

name in religion.4 Since Suoi I ucrina is the only Fetti appearing in a

list of sisters enrolled at the convenl in 1618," I ucrina and Giustina

are unquestionably the same person. I wool IXxncnico's sisters were

living in the convent by May of 1636, presumably I uci m.i and a

sister who must have followed her there sometime aftei 1618 ' Neithei

the given nor the religious name of the sistei is any w here recorded

That I ucrina Fetti was a painter ot some note is attested hv Baglionc's

proportionally lengthy account of her in his discussion of Domenico
Havingbeenactive.it the Matituan court in 1621-22,' Baglione

WOUld have known her woik and been a tellable witness to her repu-

tation and achievement. Quite apart from her local lame in Mantua.

she continued to receive approval, even acclaim, from Baldmucci."

Orlandi, 11 Mariette,10 d'Argenville, 11 and Nagler, 11 although none ot

them cites any specific works by her hand Disparaged bv critics

earlier in this century. l:l her painting has more recently been singled

out again as "worthy of interest."' 1 '

No winks by I uenna are identified in any literature or inventory

before the second half of the eighteenth century I he oeuvre consti-

tuted at that time falls into three distinct groups difficult to reconcile

with one another in invention and style I aigelv b.ised on the obser-

vations ol ( iiovanni ( tdioli, painter, architect, and founder ol the

Vecademiade Belle Vrtidi Mantua. I ucrina's pictorial identity

remains unclear to this day In his guidebook to Mantua, published

in 1763, < adioli records a Depusitioi and .in Iduraiioi oftht

Sin pherdl by I ucrina placed on eithei side ol an altar in the small

convent church reserved tor the nuns ot Sant ( htola :

I he Adoration

• it tin Shepherds has since disappeared; the Deposition may be one

ol the eight scenes from the hie i>t the \ irgin and ( hnst. identical in

si/e. that were judged worthy ol removal from Sant Orsol.i |o the

K ( iinnasio di Manto\ a in I ~x<> foui •> ears alter the convent was

suppressed "• Si\ ol the eight scenes are now with the Hospital ol

Mantua the Adoration of tht \4agi and Deposition are in the hos-

pital itself; the tnnunciation and < treinthe

hospital chapel, the Visitation and treinthe

house ot Di Mfonso i//o. Mantua ! Whh the exception of the

Deposition all are signed and dated s / / K I s < > \^2V. interpreted

as Sit, •/ I in rum I etti Runuuui t,
" In this

gioup of paintings .1 formal naivete and stiffness ol hgural movement
ate offset by schematized patterns ol light anil \hadow rhese create a

styli/ed pi. iv ot muscles or oi sh.uph creased drapery folds that lend

momentum to an essentially late mannerist concept "i affective

posture Not all of these Compositions, however, are original inven-

tions ot I ucrina s.
1 ' .md it is possible that the identify mg initials may

have been added at a later date to a series of her earliest essays, or

even copies alter them. In any event, it is difficult to believe that

Baglione would have considered paintings of this caliber exemplary

of what he called I ucrm.

\ second group of works, notably superior in quality . consists ot four

life-size full-length portraits ofwomen, now m the Palazzo Ducale.

Mantua I ornial state portraits of members ot the Cionzaga family,

they were all painted for the convent ot S .1 Represented are

Margherha Gonzaga (1564-1618), dud 1
-v ii\

Mfonso 11 D'Este, and founder of the convenl ot S the

Baldinucci, is. 103

s>.

Fr. P. A. Orlandi, L'Abeeedario pitiorico, 1704; rev. ed . Bologna, 1719, 133.

10.

P J Mane uc. Recueil d'estampes d'apres les plus beaux dessins qui soni en I

dans li- Cabinet du Roy, dans eelui du Dut d'Orleans, el dans d'autres cabinets.

Pans. 1742, 11. >.s; "Abecedario. Vol. 11." 4r,7m<v de Van francais, tv, 1853-54.246

II.

Anionic Joseph Dezallier d'Argenville, Abrege ,/< 1,1 vie des plus fameux peintres,

avet leur portraits graves en faille-douce, Pans. 1745. 1. 38.

12.

Nagler, tv, 52 ;

13.

".
. . t'u dolcissima pittrice, ma la sua fredda immaginazione non le permise di

uscire dalla mediocrita." i. . . [shc| was .1 most pleasing painter, but her cold

imagination did noi permn her to escape from mediocrit) .) Vittorio Matteucci,

Le chiese artistiche del \ianlovano, Mantua, IstC 374-75 "Der schlechte

Erhaltungstand ihrcr Bilder beeintrachtigi das Urteil, abcr sic schient cm nur

mittelmassiges latent . ohne grosse Entwicklungsrahigkeii gewesen zu sein." <Thc

pix>r state 01 preservation ofhei pictures impairs judgment, hi

have had OfUj a mediocre talent, without

Soltmann. in Thicmc-rk'Cker. \i. 5 In

14

i 1 Ragghianti, 'Codicillo man
Kagghiann vic«s 1 ucrina's work as di dcduzioni tut 5 isiermans a

Ceoco Bravo" (ofentirelj Tuscan inspiration, from Sustcrmans <.. Cecco H

\nv Tuscan aspects ot 1 ucrina's si>le could only h. : -aired from her

brother Domenico who received his ning in Rome from ihe Florentine

painicrs Andrea Commodi and I udovico Cigoli.

15.

Cadioli. 72-73

16.

The Adoration of ihe Shepherds, i> tX

Crowning with Thorns, Tin Annunci

rum. and Tin- Flagellal Delle art! e degli an,

Maniua. 1857. il, 214, nos -'• ;
li particularly admires three ant

among ihe clouds in ihe Depositioi now

in the Hospital of Maniua Not all the paintings were, in . .: to thi. R
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Empress Eleanors i Gonzaga 1 1598-1655), wife of 1 mperoi I erdi-

nand it;*' Eleanora n Gonzaga 1 1628-1686), » ife of Emperoi Ferdi-

nand in:-'-' and Caterina de' Medici < 1593-1629), w ifc of Duke

Ferdinando Gonzaga, ruler of the Mantuan court during Domenico

Fetti^s years of residence.1

:

I hese portraits follow a convention of

representation m which each subject is turned slightly to the left in

three-quarter view and in shown wearing heavy gown that falls in

impeccably arranged folds. \ ariations in pose involve little more than

judicious alterations in the placing of hands, \ restrained solemnity,

characterizes these immobile members of the house ofGonzaga
whose courtK dignity is further enhanced by the richly patterned

materials of their robes and their jeweled ornamentation, precisely

described and smoothl) painted \ comparison of these portraits

w ith the scenes from the lives of Chrisl and \lar\ also attributed to

I ucrina reveals no analogies of Style. In the portraits, light and

shadow as components of modeling and of texturel differentiation

display a greater sensitivity and refinement Stiffly falling brocades,

elegant fleshy hands, and delicate modulations of light rounding the

facial features (all marked by a prominently rounded chin and heavy

jowls) find no parallel of achievement in the foimei group of paintings

I he apparal of draped cloth in the portraits of the two Eleanoras is

painted in a freer, more animated mode than that of the inflexible

fabrics clothing the figures C onicallv shaped folds ol softer surface

break into deep irregular indentations assuming rippling, rhythmic,

even flamelike configurations. In the background of the portrait o\

c aterina de' Medici soft feathery trees provide further evidence of the

looser brushwork of which the author of these portraits was capable

I here seems no reason 10 question that I ucrina I etti executed this

group of portraits \s painter-nun in the convent of Sant't )rsola. she

was dearly chosen to pa mi the female patrons oi the institution, the

women who distinguished the Gonzaga convent and court ol Mantua

In prov iding State portraits, albeit solely Oi women, she fulfilled a

function that her brother Domenico. in the employ of the duke, did

not Bv revivifying the essentially medieval tradition of the female

artist active in the cloister, and through transposing the medieval

donor-portrait into the realm of independent easel painting. I ucrina

celebrates the indiv idual identities and high destinies of the courtlv

affiliates of the recently built "noble-convent*' of Mantua

A third group oi works associated w nh I uenna comprises a miscel-

lany of paintings attributed to her in the guidebooks of ( adioli anil

his successors Since thev are not consistent in style and some are

confused w ith. or thought in various ways to involve the assistance ot

her brother Domenico. the question o\ I ucrina \ dependence upon

the stylo and collaboration of her brother is raised. Mthough Baglione

does not mention any working relationship between them. Baldinucci

declares that Domenico taught I ucrina to paint : ' Whether precisely

true or not. this would be in line w ith the prevailing practice regarding

the instruction of women in a family craft J ''

( adioli. in identifying

Lucrina's work m Sant'Orsola, assumes a continuing collaboration

between I ucrina and Domenico. He considers an Adoration "I the

Ginnasio In 1859 (he Annunciation, the Visitation, the Agon) in the Garden, and

the ( to* ning with Thorns are noted to he on the side walls or Iwo chapels ol the

church of Sant'Orsola iBartolomeo \rrighi. Hanlovae tua prorincia, Mantua.

r
Hvcept for the Deposition, these are published h> Girolamo Matthiae. Inventario

degli oggetti d'arte d' Italia. Provincia di Mantova, Rome. 1935, VI, 57, 58, W). who
lists a Deposition of smaller dimensions which he attributes ro an unknown artist

of the late seventeenth century.

18.

Ibid Matthiae ubid.. 6<l> questions the authenticiiy of the initials (because of rheir

wide spaci-- the execution of the Adoration i>f the Magi, proposing

on the basis of an excessive hardness of form, (hat it is an old copy of an original

b> Lucrina or the work of a late and mediocre imitator.

19.

The Crow ning w ith Thorns is a copy after Ludovico Carracci's C rowning with

Thorn Pinacoreca. Bologna.

20.

Listed without attribution by Giovanni Bottani. 1786, as worthy of removal

from the convent ol San! Orsola lo (he K Ciinnasio (D'Arco, Drllearti, II, 214, no.

25j. Inventoried without attribution in the Accademia Virgiliana. 1X27 (ibid., 246,

and 1X62 ( Vlaniua. Accademia Virgiliana. ms.. •Inventario degli oggctti

non compresa dallatio di cessione rogiio Siliprandi 7 Giugno 1862, e die sono di

esclusiva propneta dell'Accademia Virgiliana"). Repr. in Alfonso Lazzari, "Le
ultime tre Duchesse di Krrara. Ratiegna \arionale. 190. March-April 1913.

172. Despite the fact that this portrait is paired in the 1X27 and 1X62 inventories

with porlraits now attributed to Lucrina. Intra alone has recognized its kinship

with (hem: ".
. ritratto in piedi al naturale di Margherita cseguito dalla monaca

Lucrina: appare vesdia in una strana foggia. che ha del claustrale e del princi-

pesco. . .
." (full-length portrait from the life of Margherita executed by the nun

Lucrina. She appears clothed in a strange costume that is evocative of both (he

cloister and the court.) G. B. Intra. // monastero di Santa Orsola in Mantova,

Milan. 1X95. 13). A bust portrait of Margherita Gonzaga — with the notation on

its back. "Margherita Gon/aga-Abadessa di s. Orsola e Fondatrice di detto con-

vento — di Lucrina Fetti" (Margherita Gonzaga — Abbess of S. Orsola and

Founder of said convent — by Lucrina Fetti) — is in the Castelvecchio Museum.
Verona (Giuseppe Trecco. Catalogo delta Pinacoteca Comunale di Verona, Ber-

gamo. 1912. 155. no. 629).

126



Shepherds to have been retouched by Domenico, and he calls an

Agony in the Garden a good copy after a work by Domenico.** I hat

he did not have a reliable grasp of either Domenico s oi I uenna's

style is demonstrated by his attribution of an Annum uiiuui painted

on two large canvases, now in the PalaZZO Ducale, to Domenico

Fetti.*' Since Bottani's inventory of 17X6 the Annunciation has been

attributed to I ucrina.

-

M This spirited work, painted for the staircase

of the convent of Sant'Orsola. carries the motif of steps into the

canvas representing the Virgin and is far more pictonall> complex

and dramatic than any of the biblical scenes dated 1629. I xecpt fol

a certain corporeal opulence of form, little stylistic relationship to

the work of DomeniCO can be discovered. I he lextural reality Ol

material properties and the ornate trimmings on draperies present

closer analogies to the decorative richness ol the Sant Orsola por-

traits: in both, draperies endow figures of unostentatious yet dignified

hearing with an elegance and courtly stylishness totalis lacking

in the biblical scenes.

Two other paintings attributed to I ucrina anil said b> ( adioli to have

been retouched by her brother are clearly related to Domenico s

work.-'' 1 hey are a full-length St. Margaret and a lull-length M<

Magdalene which originally flanked the altarpiece by Anton Maria

Viani of S.S. Margaret and Ursula in Glory with the Trinity 16 14. m
the church of Sant'Orsola I here is good reason to believe that the

St Margaret is, in fact, the Si. Barbara in the present exhibition (see

cat. no. 16). The Magdalene is lost or unidentified, although poor

and ruined copy hangs in the church of S Martino. Mantua, and the

composition is known through other versions "' Ihe known versions

reveal a dependence upon many aspects of Domenico s siyle the

broad-cheeked, full-lipped, heavy-lidded features; the loose decollete

blouse with its rhythmic, sinuous folds, and the soft atmospheric

ground of cloud and cherubim." It the eighteenth-century attribution

to Lucrina is correct, the closeness of this image to the work of

Domenico makes it impossible to deny I uenna's capacity to emulate

her brother's imagery and style. Although most ol the known works

now attributed to 1 ucrina neither reinforce nor clarity her working

relationship or stylistic affinities with Domenico. they are too fen to

preclude the possibility of an exchange having existed between them

It would have been customary for her to leatn her art from a member
of her family, and in the seventeenth and eighteenth centuries such

writers as Baldinucci, Mariette, and ( adioli assumed that she did

Ihe supposition that she imitated the style of her brother and that he.

in turn, retouched her paintings, has continued into the twentieth

century despite lack of corroborative evidence 1J Ihe St. Barbara in

this exhibition reopens the question, serving to place it on new

visual foundations.

A nun in the convent of Sant'Orsola. I ucrina devoted her gifts ,i\

painter primarily to religious subjects and portraits. By tradition,

portraiture was the field of art most fully sown with women's talents"

Lucrina. by extending her accomplishments into the realm of religious

painting, can be joined with the more enterprising women painters o\

her time She was undoubtedly held in special esteem by Duke I

dinando Oon/aga whose passion tor art and probable view .
|

painter as a desirable curiosity for the court convent ;< may pa

tially have prompted his donation of her Jim ry I fiat she was respected

by Marghenta C ion/aga. founder of Sant'Orsola. is ev ident from the

nature of her commissions and the location of her works in church

and convent I here can be little doubt, however, that her position as

nun conditioned her art. that the content of her religious paintings is

focused on the \ irgin or on the female saints held in special venera-

tion by her patroness, while her portraits are exclusively of those

women ol ihe court most closely connected w uh her ow n convent If

in earlier centuries women painters had tound their place in either

court or convent. I ucrina synthesizes anew the potentialities and lim-

itations ot both milieux I ranstor ruing the vocational heritage of both

institutions to meet the needs of her time and place, she succeeded in

exalting the authority ol women in the worlds ot patronage and the

religious life, and bv het own example, in the arts

16.

s/ Barbara, 16 19

Oil on c.mv.is

tl il'.'S 9" cm.)

Inscribed lower left on face of pedestal b.ise I i < kisx FETTI FECI

i \sso 1619/ is s' ' oksoi s

Rome, ( oilection ( arlo Sestieri

I he addition of \i Barbara to the fe* known religious paintings

ascribed to I ucrina I elti gain-* credence, it not proof, from existing

documentary ev idcricc Bl well as from the affinities of sty le and

pictorial vocabulary it shares with the work ot her brother Domenico
Although indecipherable in a photograph, the signature of I ucrina

emerged I understand, after a cleaning that removed the previously

existing name of Domenico I he painting is not by [>imcr

I ucrina s fiune rests on the paintings she prov ided for the convent of

Sant Orsola in Mantua and its adjacent public church of the same
name. The octagonal church of Sant Orsola. built by Anton Maria

Viani, was opened to the public in February 161 V * Ihe axial chapel

on the left, devoted to St Margaret, received as altarpiece \ lam's

s.s Margaret and ( rsula in Glory » uh the Trinity "' signed and dated

1614. ,: today in the I'ala/vo Ducale In 1763 ( adioli noted that

beneath \ lam's altarpiece were a V Morgan I and a Mat

dalem by I ucrina Fetti, both of which he considered to have been

retouched by Domenico '"
I isted as worthy of removal from Sant'

Orsola to the K Cunnasio. Mantua, in I 786 were a "S Barbara e

S Maria Maddalena. figure intiere in due quadri eguali "'" Almost

certainly these are the same paintings noted by ( adioli (who confused

St Barbara w ith the patron saint of the chapel i Neither painting

appears in the 1X2" inventory of paintings in the Accademia Yirgili-

ana.*" by 1X18 the Magdalene had been placed in the church of S.

Martino. Mantua." A citation in an undated inventory of the Acad-

emy enables the St Barbara in this exhibition to be identified with the

5/. Barbara in the 1786 inventory 1 isted are 2 quadri di 1 ucrina

21.

Listed as "dipinla dal Feti" in Giovanni Bottani's 1786 inventory (D'Arco, /»< iu

am. ii, 213, no 23). Inventoried as a work b) Lucrina Fetti in the Xcc.iUi.mia

x'irgiiiana. 1827 (ibid., 246. no. .'8) Catalogued as I ucrina bj Nino Giannantoni,

// Pulu::,i Ducale di Mantova, Rome, 1929, 56. The written notation on the hack

of the portrait: "Suor Lucnna Fetti romana in s Orsola, Mantova, ha t.mo.

16-2." is first published by l.eandro O/yola. /.j Galleria di Mantova. Pal.,:

Ducale, Cremona. 1049. 4. no 1C

22.

Inventoried without attribution b> Bottani, 1786 (D'Arco, Dellearti. n.214.no
24i Inventoried as a work by Lucrina Fetti in the Xccademia \ irgi liana. 182"

(ibid.. 246. no. 38). Identified as Eleanors ii Gonzaga and cited as a work of

Lucrina by Intra (// monastero di Santa Orsola, ls>-2i>i. who also notes that Elea-

nors married Ferdinand in in 1651 Tnis ponrait showing Eleanora holding orb

and scepter must have been painted for this occasion, from which u can he

deduced that I ucrina was still alive and active at this date Catalogued as 1 ucrina

by Giannantoni. // Pala::u Ducale, 56; and Ozzdla, La Galleria di Mantova,
4. no. 18. Eleanora n was brought up in Sant'Orsola until her marriage iCiiambatusia

Intra. lw due Eleanore Gonzaga imperatrici, Mantova. 1801. 26).

I isted as s I Una. without attribution, in Bottani s 1786 inventory i D'Arco.

lie lie arti. il, 213. no. 22) Inventoried as S Elena ritnoui -.'tribution in the

Xcc.uk mu X irgi liana. 1*2" .ibid . 246. n. rk of

Lucrina with the title, v riadi

Mantova, 31, no 22s> Thai it is Caterina Jc Medici represented as St. Helena

is beyond doubt since her devotion to the -ind

biographer ' f-ulgen/io Gemma. Rural in della - ;a di

Toscana Duchessadi Mantova

1737, hk ii, chap vt). as are her spiritua Sant'Orsola where she

retired after the death ol Duke Ferdirur.. returning to the court

of Florence i ibid . bk III, chap DC). Her I

oi Caterina de' Medici by an unknown painter in th. pr. in Leonardo

Xlaz/oldi et al . Mantova: La -.-..'ia Xlantua. 1%3. III. ope

drawing ol her by Domenico Fetti. Christ Church Librar-

Shaw. Old ktaster Dram iternation^

bitions Foundation. 1972 " 2 > portrait mus

between 161". the year of her marriage to Duke h ^dinando. ar.

returned to Tuscany a widow

24.

Baldinucci. i\. 103 -_



Fet i

:

Mad.M e S Barbara con una spada ai piedi.™4* This

description of a sword at the fed of St Barbara leaves little doubt.

especiall) as a sword is an exceptional attribute m representations ot

this legendary virgin marts r

Shown slightl) Ji i St Barbara stands out ofdoors on a

stepped architectural platform; turning her upper hodv towards the

left, she rests her right arm against a sculptured stone base I he base

and background elements, cut offal the sides, give precedence to her

corpulent figure, while her right foot, and the sword and martyr's

palm King adjacent to it. project hcvond the picture plane, bringing

her into immediate spatial proximit) to the speCtatOI Such cut-off

effects of setting, defying an> logical identification of location, abound

in Domenico } etti's work Vertical elements of setting used to frame

the head and shoulders oWi single tigure ma\ be seen in his \l t l,tn-

cholia i Paris. I ouvre), while a comparable elimination of the picture

plane appears in his /,, , // •. (Florence, Uffizi) However, in

IXimenico's more spatiall) constructed compositions his figures move
and turn three-dimensionall) in spacc-occupv mg postures, while in

the Si I ucrina has conceived her composition in a dosei

relation to the picture surface, asserting vm mi and a more
ebulliently decorative Style.

St Barbara's amplitude of figure with its curvaceous contours is also

indebted to the sensuous fullness of Domenico s figures, so often com-

pared to Rubens I ucrina s execution of this ideal, however, is tightet

and smoother; her closer brushwork is subordinated to a lustrous

claritv of form anil surface, and her draper) folds likewise fall in more

finely regulated rhythms \ close approximation to the deep inden-

tations and fluctuating curves of Domenico's draperies appears,

however, in St Barbaras sweeping mantle with its dark rivulets

of folds and flashing highlights, reminiscent in some ways ofthe

stole womb) Fettfs l Rorena Palazzo Pin i) rheefl

o\ I uenna's highlighting, however, is more prismatic, tor she seeks a

sharper vitality of surface and contour than Domenico whose

fluid calligraphy ot highlights accentuates forms that seem to emerge

spontaneously from within an atmospheric space Mthough a more

abbreviated handling appears in the stone tower and sculptured relief

of the architectural base, the gentle bravura and lyrical fantasv ot

Domenico s opticall) conceived forms are absent, lust as the elusive

texture of his pigment, ranging in densit) from impasto to trans-

lucency, is replaced with an execution that effects a claritv and sus-

tains a more consistent substantiality of form throughout I uenna's

adaptation of her brothers style is nevertheless S»ld and pictoriallv

accomplished Most noticeably, she gives it a precise refinement

evident not onl) in the flawless surfaces o\ St Barbara s face. neck,

and hands, but also in the decorative!) patterned border of her

mantle and in her carefully waved hair ornamented w ith a floral

wreath I ingenng traces of a Parmigianmest|ue grace ma) also be

discerned in the placement o( St Barbara's hand across her breast

and in the relatively tapering proporiions of her figure, although this

rhythmic elegance of design is full) assimilated into a natural reality

David V\ i
. ,nd Patron in the Middle Ages and Renais-

sance. "
ir. The M inJ Renui*

ed Douglas RjJ^liir-l mMad. I niv 'shurgh Publications on the

Middle -Xgc^ anii Renaissance, in. Pittsburgh. 1975. III.

26.

•.
. la Nativita di Cristo . . : e laltro Gesu resvegliato fra la tempesta dagh

Apostoli .."(... the Nativit) ot Christ . and the other. Christ awakened h>

the Apostles in the Storm p Cadioh. 73. These paintings have been assumed
to be rwo of the previously mentioned eight scenes of the life of the Virgin and
Christ b> Lucnna. initialed and dated 1624 None of these scenes, however,

could have been invented b> Fetti. and his hand is nowhere visible in any one of

them. If in 1763 thev carried the date of 162V. Cadioli would surely not have

postulated the collaboration of Fetti who had been dead for several years. The
problem of the 162** group of paintings is thus compounded. If thev were quite

other paintings, executed in Domenicos lifetime, they are today lost. Endres-

Soltmann in Thieme-Becker. XI, 510. attributes Domenico Fetus Adoration of
the Shepherds ("•Nativity"), today in the Hermitage. Leningrad, to Lucrina.

speculating that it is the painting observed by Cadioli in Sant Orsola i Mary

Endres-Soltmann. 'Domenico Fetti." inaugural dissertation. Munich. 1914. 41. 57).

Fhis is nol possible since the painting is catalogued in the 1740 posthumous inven-

tor)' of the Pierre Cro/at Collection, no. 221 (Margret Stulfman, "lis tableaux

de la collection de Pierre ( ro/at." Gauttt del beaux-arts, I XXII, 1968. 67. no 87.

repr 68) It is not possible to deduce what, if any. Agony in the Garden in

Mantua in 1763 Cadioli could have thought to be the original from which

Lucrina's work was copied

27

Cadioli. 76.

28.

D'Arco. Delleam. II, 213. no. 21. Without attribution in the 1827 inventory.

Accademia Virgiliana (ibid.. 246. nos. 27-28) lasted as a work by Lucrina in

Matteucci. Le chtese Slant o\ane. 373. note I Catalogued as Lucrina by Ozzola.

Im Oalleria di Slantova. 31. no. 231. fig. 164; 32. no. 240. fig. 165.

29.

Cadioli. 71-72. The Magdalene is first recorded in S. Martino in 1818. where it was

paired with a St. Francis also attributed to Lucrina by Gaetano Susani. Nuovo
prospelto delle pttiure. satllure ed archititt arc di Stamina. Mantua. 1818. 53

(1831 edition. 57). The St Francis is. in fact, a copy after Carlo Bonone's St.

Francis, 1616. Mantua. Palazzo Ducale; pendant to a S7. Anthony, Mantua.

128



of corporeal weight. Despite these differences, the similarity of the

entire pictorial concept of Sr Barbara to the work of Domenico is too

close to he explained by a "retouching." It can only be assumed that

Cadioli found it difficult, understandably, to reconcile the style of

this work with other paintings he considered to be by I ucrina s hand

(see biography).

Those works by Domenico to which the Sr Barbara presents closest

analogies are his .S7. Catherine, ca. If) 1 ^ (I ondon. Hampton ( ourt).

from which St. Barbara's features and loosely waved hair seem ulti-

mately derived, and his St. Margaret, ca. 1618 (Florence, Palazzo

Pitti), in which a single full-length saint is shown in conjunction w ith

an antique plinth carved in a two-tiered relief. In comparison to

St. Margaret the scale of St. Barbara is aggrandized, the proportions

changed, and the energy quotient reduced, while the placement <>t tin

saint's arm across her body and her extended right aim translate the

active posture of St. Margaret into a stance of couitlv gract \

pentimento in the St. Margaret reveals that her face was initially

turned at the same angle as St. Barbara's. In both works the reliefs on

the sculptured base show the martyrdom of the saint taking place i>n .1

platform raised above a pair of spectators occupying the lowei tiei
'

The stone plinth in the St. Barbara is neatly and crispl) carved, how-

ever, showing none of the effects of passing lime that fancifully

mark the similar monument in letti'swoik

Marghenta ( ionzaga fell her community of women to be most closely

allied and under whose protection she placed hei convent: her name-
sake St Margaret; St I rsula, who embarked upon the religious life

v. ith a gioiip oi devout lem.ile companions, and Si < laic, a won
noble family who abandoned the world under the influence of St

I lancis ami became with him founder of the Order oi Poot I

The religious community of Sant Or sol a. lounded hv Marghenta
( ionzaga in I ^W. was affiliated w ith the third ordei of I ranciscans,

and the rule of St I r.ineis and the habit of St ( larc were adopted

I uiiov ico ( arracci's Martyrdom oj Smni I rsula, IMhinow lost),**

adorned the high altar of the church. \ lam s altarpiecc as alreadv

noted, decorated the chapel of St Margaret, and ( alio Bononc's
Si Clare Putting tin Saracens to Flight, 1614, Mantua. Palazzo

DucaJe, was commissioned for the chapel of St ( laic I ucrina s

Magdalene and Si Barbara further honor Margherita Gonzaga
partiality to female saints St Barbara was a singularly appropriate-

choice, foi she was the titular saint of the palatine church of Mantua,
where M .uglier it a < nm/aga was buried in January 16 If

S< Barbara, it accepted as a work h\ I ucrina I etti, poses again the

question of the relationship of her art to that of her brother ( loser to

it mstvle. palette, and manner of execution than any work tradition-

ally associated with her name, this picture provides a new touchstone

lor a much needed reassessment and reconstruction of herocuvic

The elements of setting in the St. Barbara have been chosen to convev

the spiritual precepts that governed hei life I oi example, the towel

he i father built to imprison her was planned w ith two w unlows. hut

Barbara insisted upon three in celebration o! the I i initv
. and these

are clearly visible in the painting Vftei being tormented in hei

parent and subjected to various tortures and humiliations In the

tribunals before which he brought hei. she still refused to renounce

her Christianity and was finally condemned to execution and be

headed by her own father. In conformity with ( ountei Reformation

ideals the gieatesl emphasis is placed upon hei main idom. lefei led

to m (he relief and in the sword ciosscd hv a marly is palm at hei

foot. I. ucrina has given unprecedented emphasis to those attributes

signifying Barbara's defiance ofhei natural fathei and sacrifice ol

earthly life in favor of faith m hei heavenly fathei and lite eternal.

The design of the sword is virtually identical w ith that appeal ing in

Domenico Fetti's Female Saint, 16 13, one of a series of six samts

painted on slate, originally made for the convent of Sant'Orsola, now

in the Palazzo Ducale, Mantua

With its reference to the I iimtv. the St. Barbara would have been a

fitting companion tor \ i.im's allar piece ol S S Margaret and I rsula in

Glory wiili the Trinity, Pairing the saint with a Magdalene rein-

forces the idea that both were exemplary "brides' oft hi isl I his

choice of subject not only fully accords with the theme of the chapel

of St. Margaret but with the iconographic.il program of the chapels of

Sant'Orsola as a whole. 1 he main axial chapels of the church of

Sant'Orsola were dedicated to the three female saints w nh whom

Palazzo Ducale Original!) thej were placed beneath his altarpiecc ita c hiara

and the Miracle of the Sacrament, IM4. m Sant' Orsola, now also in the Palazzo

Ducale (erroneous!) titled "II Miracolo d > San Gualberto"). the attribution of

the Magdalene to 1 ucrina has not remained stable It is attributed, along with

the St. Francis, to Domenico Fetti b) Arigi, Mantova t sua Provincia, is^o. 4iu

Perina. in Marani and Perina, III, no. I. 470. refers to a St. Jerome (su I and a

Magdalene in s Martino which, through .i misreading ol Susani, she includes

among the works of the Mantuan paintei Francesco Borgani Between 1905 when
ihe Magdalene is referred to as "Si Margaret" b> Hemore Pescasio {.Guida </;

Mantova, Mantua, 1905, 1 15). and 1^5. when both compositions are again cued
by Perina. Ihe paintings disappear from all literature. 1 his suggests that the

present copy of the Magdalene may have been substituted sometime alter 1905

30.

A small copy (844 It 11 Vs in.), painted on copper, is in Milan, the Collection Ing.

Arch. Luigi Bonomi. A reduced version, showing the Magdalene in three-quarter

length. Modena. private collection, has been attributed to Domenico Fetti hv

Roberto Longhi. "Un altra reda/ione del dipinto precedente," Patagone, i\ . no. 41.

1953, 53, repr. pi. .'2). A OOP) of the Modena version, slightlv expanded on the

right, is in s. Michele in tsola, Venice. A bust-length version. Venice. Collection

Conte -Mesvindro Zeno, has been attributed to Doom
"Una Maddalena di Domenico Fetti. / no 41, 1953 5l-52.pl. 31).

Ivanofl and I onghi stale that Ihe versions published hv them have been cut down
from larger compositions Possibl) the Modena version is hi painting originally

attributed to I ucrina in Sant'Orsola, and the Conn 1 iter, more

painterly sopv executed for the church of S. Martino

31.

Fetti's Entombment, Florence. Galleria Corsini, would seem to lie behind ihe

hgure ol the Magdalene, to the parting ol her hair over her shoulders

;;

Rudolf Oldenbourg, Domenico Feti. Rome. 1921. 10. I-ndrcs-Noitmann. Th:

Becker, xi, 510. has attributed other paintings by Domenico 1 <. tti to Lucrina:

The Virgin in Glory, Leningrad, Hermitage: I

Six Saints, Mantua. Palazzo Ducale ill hv Donv
Child, no. 412, Rome. Galleria Borghesc. which she also attnb

has nothing to do with either Fei More .

Borromeo and Luigi Gonzaga, Co .'ion Matt di Bagno.

Mantua, has been tentative!) calaU 'rk bv Lucrina i Xlons. Luigi

Bosio. Mostra Iconografica Aloisiana, Citta di Castiglionc

38, no. IS. tig. 1^1. j,g



16

See \% ilkinv 'Woman j> \rtisi and Painter.'' 113, II?

-

Ibid.. 111. 115

35.

Donesmondi. btoria eccelsiasiica. u. 1616. 4*-.

36.

Guarini. Breve naraiiont

37.

Ozzola. La Gallena dt Mantova. 26. no. 180. figs 93, 94. C Perina (Marani
and Perina. ill, no 1. 483. note 13) remarks that Ozzola misread the date and that

the painting is dated 1619.

38.

Cadioli. 71-72

39.

D'Arco. Delle arti. n. 214. nos. 29. 30.

40.

Ibid.. 245-46.

41.

Susani. Suovo prospeuo. 53.

42

Nota del quadn cuuenli nelle uanze dell'Accademm di Muntovu, di tannine delle

\a:it>ne (last two words crossed out. substitution illegible), n.d.. n.p. (Mantua.

Accademia Virgiliana. Busta entitled Vecehla Accademm Invenlori degli oggeltt

e delle carle).

43.

This motif in both the St. Margaret and St. Barbara was probably suggested by

Ludovico Carraccis Martyrdom uf St Margaret, 1616. San Maurizio, Mantua.

Annibale Carraccis St. Margaret, S. Caterina dei'Funari. Rome, showing the saint

leaning against a stone plinth would seem to be the genesis for both compositions.

44.

This painting, sold in 1810 (Intra. // monastero di Santa Orsola, 1 1). has not

reappeared.

45.

In addition. St. Barbara had two namesakes in the fifteenth century, both beati-

fied, of whom Margherita certainly knew and with whom she might have felt

akin: Barbara of Bavaria who assumed the Franciscan habit and Barbara of

Bergamo who instituted a community of virgins under the rule of St. Clare (for

these saints see respectively Pietro Burchi and Rodolfo Tosa da Arenzano,

in Biblwteca Sanctorum . Rome. 1962. II, 768).
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Clara Peelers

I lemish, l sy4 -after I657(?)

Clara Peelers, daughter ofJan Peelers, was baptized on May I V I 594.

in Antwerp. 1 She signed anil dated her first known work in I60X. her

second in 1609. three more in 161 I. and a further two in 1612 Ml are

still-life paintings depicting a greal variety of object! vases oi

flowers, gilded goblets with delicately chased decoration, Venetian

glasses, Delft dishes lull of olives 01 other food, gold coins rare shells,

lish and shellfish, artichokes, grapes, baskets, pewter dishes, stone-

ware jugs, and knives with fancy handles \ signed work in the Wi
molean Museum, Oxford, can be dated aftei 1620 At least twentv -five

more signed woiks are recorded as well as a tew unsigned examples

close to them in composition and technique -' On Ma> JI, It

< I. ir, i married Hendrick Joossen in Antwerp.1 \ work whose present

location is not known is said to be signed and dated 1654; anothel

work, not recorded since 1930. is said to be dated 1657 ' Her death

certificate has not been traced I hesc leu tacts are all that is certainly

known about ( lara Peeleis She is said to have been in Amsterdam in

1612 and The Hague in 1617. but no documentary evidence sup-

porting this statement of Biedius' '• has ever been published Some ol

her works suggest firsthand knowledge of Contemporary develop-

ments in Haarlem, however, so she may well have v isited Holland al

some point.

Clara Peelers was an astonishingly piecocious artist if she signed a

work by the age of fourteen or fifteen We ^o not know who trained

her. There is no evidence that her fathei was an artist and her name
never appears on the lists of apprentices or registered masters ol the

Antwerp painters' guild. Furthermore, her first works predate almost

all known dated examples of 1 lemish still -life painting of the tv pe

she made.'' Nevertheless the technical polish and compositional

sophistication of her first works, seven of them made before she

reached twenty, preclude the hypothesis that she was self-taught. She

must have had access to first-class instruction in Antwerp, then still

the artistic capital of the Netherlands and a city where tine detail and

careful finish were stressed more than in Dutch centers like Haarlem
or Utrecht. Perhaps Osias Been, who was registered as an apprentice

in \ntwerp in 1*96 and became a master in 1602. and whose r.iie

signed works ate close to hers in type, introduced the "banquet piece

to Antwerp and to ( lara Peelers, but since none of his works arc

dated, their relationship must remain tpeculativi

\t the time Peetets was learning to paint, there were no artists in

I landers making a liv ing exclusively from the production Of inde-

pendent still-life paintings, indeed the genre hardly existed Still-lite

elements in religious works and in portraits assumed greater impor-

tance in the late sixteenth century, especially in the work of Pieter

\ertsen and his nephew . Joachim Bciikclacr. who both made works

in which the foreground is tilled w jlh heaps of vegetables, fruit, and

other produce, and the subject if there is one appears as

a v ignette in the background *
I rom tl • u n (literally

fruit markets**) came Still-life pictures of fruit alone, which arc-

called fruykteiu in early seventeenth-century I lemish inventor*

the same time pictures of flowers m vases, which in \ lemish religious

art of the two previous centuries had conveyed theological mess

to an audience familiar w it h flower sy mholism. began to be made tor

their ow n sake, they appear in early inventories as hluempollen.

( lara Peelers included vases ot flowers in several of her early still

lives but rarely painted them alone ' file majority of her still lives

belong to the categories now called "banquet pieces or "breakfast

pieces.'" that is. more or less luxurious displav s ot food, drink,

and table settinj

1 ewer than ten pictures o\ flowers and fewer than five of food pro-

duced in the Netherlands can he securely dated before 1 60S. when

Peelers painted her first recorded work " ITius she would appear to

be one of the originators of the genre Even if she owed her hasie

compositional structure and some of her motifs to Been, she imme-

diately developed a range ot special skills ot her own. Been was

fascinated by the way light glistens on smooth, translucent surt

like those oi molded glass, wet blackberries, and freshly opened

oysters Peelers was also intrigued by the fall of light but she recorded

1.

Greindl. .Wand 136, note 40. Cireindl (34-37 and l"K "ci provides the fullest

account of Peeters' career Hairs i 1965. 241-44 and 398) catalogs and discusses her

Howe! pictures.
s

A tew more works attributed to feelers have appeared in sales since Greindl

and Hairs prepared their catalogs. The most important of these is a Self-Porlrait

(see note 12 below I. A Still lite dated 1615 was sold h> I empert/. Cologne, on

Ma) ft, 1969. a small signed still lite ot outstanding o.ualit> went through Christie's

on June 29. 1973 (a detail is illustrated in color in Connaissmce ties Arts, 22
i>-l~>.

1970. 87). A pair of still lives attributed to her are in the Musee Mouton-
Rothschild. Pauillac. Some ol" the works attributed to her appear to be copies

The whole situation is contused and badly needs the attention of a Specialist who
can prepare a proper catalog.

3.

Greindl. 136. note 40.

4.

Ibid.. 179. A reproduction of the work supposedly dated 1657 can be found in

N K A Vroom. De schilders win hel monochrome bankelje, Amsterdam. 1945.

117. pi. 101.

In Thieme Besker s \

h

A number of artists with the suman ^d b> Rombouts and Li

in their siud\ ol the (.mild ol St I like, but none are known 10 K
Women are rarel> listed as apprentices or masters At the tinu ^ing.

two daughters of artists are listed in 1605 (Rombouts -ana

de la Hu" and "Cornelia Rombouts") and a female pictui lamed in

INC (ibid 41s. "Maria van Cleve. soom,.ns,..ip Jocndc a\t - only

evidence that the guild had an) contact with t s on

the back ofone ofher works (Bergstrom. 104, n >t<

7.

Benedict, and Hairs. lsis| Greindl, 149-50. provides nie

additional illustrations

8.

Some characteristic examples arc illustrated by Sterling

strom. 19-21

9.

Hairs 1 19<o. 3^S' lists one dated example in a Danish private collection and three

signed examples, all either in private collections or known from sale r*

.
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instead its reflections on metal coins, gold chains, gilded decor-

ated goblets, and pester dishes that mirror the bread and pastries set

on them. As if to mark this phenomenon as her specialty, she included

her self-portrait in these reflections in several works, including those

in Madrid and Karlsruhe (figs S-10. pp 12-33). and in ha S I rtraitu

showed herself seated at a table on which are displayed a gilded

goblet and salver, coins and jewelr) ^hc" also included a vase

of flowers, perhaps to publicize her abilities in the best-paid branch

of still-lire painting

No! all of feelers' works depict rare. expensive objects and luxuiv

foods. She also painted a croup of works show ing large cheeses

stacked on top ot each other, pewter and IVIft dishes holding bread

rolls, curls of butter, and pretzels; and stoneware nigs of w me 01 beei '

'

This type of still hfe featuring even, day items of food and drink was

first developed in Haarlem b> artists like Nicolacs GilltJ and I Ions

van Duck in the first decade of the seventeenth century and was to

remain popular there in the form perfected bv deter Claesz and

U illem ( laes/ \W-K\.\ \ lemish artists, inspired b> the Ruhcnsian

vigor with which r rans Snvdcrs infused a revived form of the market

scenes begun bv \ertsen. tended after Io20 or so to paint Luge,

sumptuous displays of produce cascading across tables with cats. jogs.

parrots, and even monkevs attracted to the least I hese undeniahlv

decorative displays quick!) supplanted the quiet, painstaking!)

executed images a\ Pecters. Been, and \driaensen Been died in

lb.24. Adriaensen managed to adapt his compositions to the new

taste somewhat: but Peelers' later career is obscure I he tact that no

still lives attributed to her appear in anv published seventeenth-

centurv \ lemish inventories suggesis that she ma\ have lacked focal

patronage Her marriage in Ih'^ at age forty-five in a time when
most women were married before thev reached twentv could even

indicate that she was in financial difficulties

Her meticulous delineation of form, her dark backgrounds and

brownish moni>chromes. and her essential!) symmetrical arrange-

ments with the objects set on a shallow counter with little overlap

would have seemed old-fashioned in both \ landers and Holland bv

1630 Her simpler pictures of cheeses and bread may have been

designed to appeal to Dutch tastes in the Ih2<>s and IMtK. though

the lack of firm!) dated works after M20 in accessible collections

makes it hard at present to study this Liter phase of her career

Peelers' special gift for portray ing elaborate goblets anil salvers

should have appealed to the same clients for whom \\ illem ( Lies/

Heda made his pronkstUleven i 'showy still lives 'i. but there is no

evidence at present that she made this kind ofWOTS after Ih2(> It is

even possible that, like 1 ouisc Moilfon, she gave up painting at

one time but ux>k it up again later in life for economic reasons

While Peelers' Liter career remains for the moment vague, her impor-

tant role in the formation of the banquet and breakfast piece in

Antwerp at the beginning of the ceniurv has long been recogni/ed

Whether she influenced the Haarlem painters as well as being affected

bv (hem is hard to tell, fol anothei \ntwerp Still-life painter. Hans
van Essen, who was naming at the same time as she must have been

and became a master in IWN. moved to \msierdan, in I f> 1 I.
1 '' He

is therefore a better-documented channel o( influence than she is.

Perhaps she helped to encourage a taste there fol the displa) of more
luxurious objects in their humbler breakfast pieces I hese and other

questions must wail fol a longci sttulv of her work, an undertaking

now justified bv the substantial number of pictures attributed to her

anil bv hei significant role in the Creation of still lite in Antwerp
Perhaps the biggest question of all is how such an except lonalh gifted

artist, whose sex. to judge from the expei ience oi man) of her pre-

decessors, attracted more rather than less attention to her, could have
passed almost unnoticed b) the maioi ait patrons and critics of her

da) rhe return to Antwerp of Rubens from Ital) in 1609 and the

artistic revolution caused bv his abundantI) energetic genius iscer-

tainlv pail ot the StOT)

17

Flowers in a GUus 1 <;m . c... If> |s

Oil on panel

1641 x 12 in (42 2 x JO.J cm.)

Signed lower left ( Lua P

Pasadena, < ollection Mi ami Mis r Stanton \ver>

i see color plate, p 72)

Although Peeteis occasional!) included a vase of flowers in her still-

lifc compositions isee tigs 9, in p 13) pure Plowet paintings by her are

extreme!) rare "'
< me example in .< Danish private collection is signed

and dated 1612; a small signed panel ol a vase ot Dowels belongs lo

a pnvate collectoi in Belgium; another signed '( Lua P." has nol

been seen since il was sold in Berlin in I 4*2 I he example in our

exhibition is therefore one offoui recorded signed examples, only three

of which can be traced toilav I he artist has arranged two loses, two

tulips, a narcissus, anemones, pinks, and stock in an unusual glass vase

decorated with a Strange mask \ sprig of slock, a water drop, and

a small mouse chew ing petals appeal next lo the vase

Independent flower paintings originated in Antwerp and remained a

local specialty well into the seventeenth century. Among the first

artists known for them was Ian Brueghel, the most gifted son of Pieter

Bruegel the Elder, but (Xias Been also painted a lew and we can

assume that Peelers was familiar with their work Both artists liked to

fill their vases to overflow mg with tulips, roses, and other expensive

blooms arrangeil to hide the leaves and avoid overlap. Peelers' vases

ot flowers b> contrast displa) B limited number of specimens whose

leaves and stems play an important part in an arrangement of rhythmic

flexihihtv I he stems curve toward us and away from us; the heads of

the flowers rotate m space instead of lying flat in a pattern of lush

blooms F he final effect of her flower paintings is pleasingly hap-

hazard and natural, very different from the formal splendor of Jan

Brueghel's spectacular displays. 17

in

Their origin and development arc discussed in Greindl and Bergstrom The lerm

"breakfast piece is an aticmpr to iranslalc the Duich word ontbijl, meaning a

light meal taken al any umi m, J03, note 1 1.

11

The evidence is culled from the useful lisis of works in Greindl and Hairs. 1965.

to which can be added (he one flower picture known h> Gillis van Coninxloo. who
died in 160" i Bvrgstrom. p|. l\\. The oat) earlier dated Mill-life paintings of food

arc Sicolaes Oillis Breakfast oi 16i>l i Bergstrom. 98) and Jerome Francken's

Frugal Repast of 1604 (Antwerp. Royal Museum). Oil lis was active in Haarlem.
where he is recorded between 1622 and 1632. bui we do not know where he was
born or trained. Francken's picture is one of several based on a composition mat
has been attributed to Pieter Bruegel the Elder and to Aertsen As Sterling

points out (46). the exis ral copies suggests that the original was
regarded as a novcltv

12

The Self-Portrait was sold from the J Hanbury Martin Collection al Sothehv \ on

N ember 30, 1966. lot 120 (oil on panel. 14^ bv 14 V, in.). It was sold bv the

Hallsborough Gallery. London isee their advertisement in Apollo, xi. October
1969. p. xlvii) to a buyer of whom the gallery, now defunct, has no record. It is

hoped that the present owner of this important picture will reveal his or her

identity and allow the work to be exhibited publicly.

13.

Greindl, 14-15. points out that flower pictures are much more highly valued

in inventories than other forms ol still life, even when painted by the same artisl.

Still lives fetched more, however, than landscapes in the lirsi hall of the seven-

teenth centurv. perhaps because ol their novelty and relative scarcity.

14.

A good example of this kind of feelers still life is reproduced by Gerson and Ter

Kuile. pi I49A iWelzlar Collection. Amsierdam). A version or copy was with

Gallena l.orenzelli. Bergamo, in 1971 What seems to he an even finer example-

was in the Wcsiennan Collection in Amsterdam (Bergstrom. 107. pi. 97).

15.

Bergstrom. 10X-9 He docs not think that Pecters or Been influenced the Haarlem

breakfast piece

16.

Hairs ( 1965. iyxi | ]sls a || her still-life paintings that include flowers Our painting

appears there as a work sold by Galerie J. Charpender in Paris in 1951 (June 1.

lot 117).
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18.

Snll Life » nil ( heese, Bread, and i

Oil on panel

IX x 251 -• in. (45.7 x '>4.x em
I

I uniliin. I homas Agncw and Sons I id

Al explained in her biography, Peeters seems lo have changed her

style aftei if>2<>. moving from the elaborate, exquisitely finished

compos 1 1 ions found in her hi si dated works to a plainer si\ le employ
my the monochromatic schemes favored m Holland in the late <

and 1630s \iosi ot ihese later still lives feature a stack oi cheesi

various kinds CUl open 10 display the Contrast between theil porous

interiors anil smooth, hard nnds \ simple meal is implied hv the

add it ion ot bread, butter, a stoneware jug ot wine • glass oi two ami

maybe a folded napkin Sometimes she also added a lew raisins and

nuts I he example exhibited here is ivpical I he same glass appears in

similar panels in the Wester man and Wcl/lar collections .is well as in

a version ot the latter recently with Oallcria I oren/elli in Bergamo '"

I he same jug is also totind in the Wet/I.n and I oren/elli pictm

I he finest ol this group ot lour appears lo he the Wester man still life,

hut this woik is also one ot high quality I he pret/els and bread rolls

in the foreground are as carefully drawn anil minified as anv similar

passages in her tamous group ol still lives in the I'r.ulo 'hg-

PP J2

I hi disciplined austerity ot this painting represents a dramatic

aesthetic shift from her lust works, which she had tilled with objects

that challenged her virtuosity though not richly colored, then

palette was varied and attractive He* latei works reject every obvious

means ol appeal to the spectator I he objects shown are intrinsically

humble and relatively simple to paint I here are tewer ot them than

in hei earlier works and the color scheme is even more restricted

than in the works ol Dutch contemporaries such as ( lacs/ and Heda

Hie frequent repetition ot a lew basic motifs evidently dulled her

responses, tor the overall qualitv ot her later works does not match

that ol her speclaculai early phase Nevertheless the best ot them ari-

as impressive in their ow n right and as personal in the context ot

Contemporary siill life as uiy in either Holland or \ landers

17

Jacob van Hulsdonck. who was IV
Mower arrangement* than Jan Brueghel .md Been, bur since onl> om
is dated 1 1617), it would he hard to prove that he influenced her rather rhan Ihe

reversx

m.

Ve note 14 ol her hioj:raph> tor references to published illustrations

works
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Giovanna Garzoni

Italian. 1600-1670

I he I ilc of Giovanna Garzoni is nol well documented I ven hei place

of birth is disputed, although most ol the cv idencc points to Woli
Piceno in the Marches.' When she was sixteen, she painted a Hoi)

Family that was still in a local collection in imo -' in 1 62* she was m
Venice where she painted a miniature portrait ol a young man thai

is now m the collection ol the Queen ol Holland ' Between June 1630

and July 1611 she corresponded from Naples with c .issi.moil.il Pozzo

in Rome.4 Diese letters reveal thai she had only recentl) arrived

there from Koine where she had worked foi ( assiano and foi Donna

Anna ( olonna, the w ife ol Don I addeo Barberini, prefect of Rome
In Naples she quickly attracted the at lent ion ol olhei powerful

patrons, especially the Spanish viceroy, the duke ol Mcala Pascoli

tells us thai she was lamous foi hei miniatures in several Italian cities,

hut especial l> in I lorence, "where she lived foi a long time, and w.is

so well liked In those gentlemen, and bv the Grand Duke himself, that

she sold her work tot whatever price she wished she became

therefore quite rich and retired in hei old age to Rome she had

settled there by 1654, when she made a contribution to one ol the

annual leasts ol the Accidentia di San I uca. ol which she m.i\ have

been made a member as earl) as 1633." She died in February 1670

She letl all hei possessions and a useful sum ol money lo the \sadcim

on condition that the) ered a monument to hei in then chinch.

SS I uca e Martina; this thes final I) did in 1698

Hei contemporary reputation w. ( > as a miniature painter, hut with

the exception Ol the portrait Ol 1625 mentioned above, none ol her

known works are miniatures as the term is now understood. It

was used then to desci ibe all works executed m walercolot on vellum.

winch was hei preferred medium ' In addition to the portraits ami

studies ol plants and animals mentioned in eatlv sources, there are

religious works referred lo in her letters One ol these, a S/ J.'lm made
loi ( assiano, was taken instead bv the duke ol Mcala despite her

protests "'
I he largest group ol her works known lodav is in the

Palazzo 1'ilti. I lorence "
I he \ecadcmiadi S.m I uca in Rome owns

An alburn ol Iwetuv -two studies ol insects, fruit, and Mowers

bequeathed lo them bv the artist '•' [here are lour studies bv her in

Madrid and one of fruit and birds in < levelandicat no 21

I ndoubtedl) Othei works ol hers ut currently passing under other

names '
'

Her two portraits m the 1'itti are techmcallv day/ling but convev no

sense ol the sitter*s personal it) Her beautiful studies ol plants, elegant

in composition, subtle in color, are among the lines! ol such botanical

studies made in the seventeenth century It would be interesting

know it wordoi her talents ever reached Maria Sibvlla Merian, who
was to Mend art anil science even more extensively in her adven-

turous careei

It has been suggested that Garzoni learned to paint in I lorence. and

in particular that she came under the influence there ol Jacopo

I i go// 1 t 1547- 1627) *
I here is no prool Ol this except the stvlistic

Similarity between their studies of plants and animals in the 1'ilti

Even if she did continue hei training in Florence alter leaving

Ascoli, she can hardly have produced hei extensive recorded pio

duction lor the Medici before she went to Venice in U>2* and to

Rome and Naples aftei that She must, as Pascoli says, have returned

to I lorence foi a longei visa after becoming famous elsewhere No
doubt the answer to these and other questions could be found in

the archives of \scoli, Florence, and Rome

i

\ Medici inventor) Hives her birthplace as I ucca (Naples, i^a. 27), bui her

funerary inscription (see note 7) sa\s that she came from \scoli li is significant

also ih.H two artists who came from the same area, Carlo Maratta .nut Giuseppe*

Ghezzi, concerned themselves with the erection or her memorial. Maratta pro

viding the portrait and Ghezzi the inscription In a letter of Jul) 20, 1630, she

reports thai " mio padre stia bene in Ancona." further evidence ol family

connections in thai region rarher th.m Tuscan) (Bottari and ricozzi. i, 239)
>

Carboni, 20.1-4. It is her onl) recorded oil painting and suggests that she began

her training in her home town

.V

Colding. 1 14 and 184. note 91.

4.

Botlari and Ticozzi. I. 238-42 She was not happv in Naples however; h> April

1631 she was asking (.'assiano to rind her work in Rome. She added. 'II mio
desiderio e di vivere e monre a Roma."
5.

Pascoli. ii. 451.

there are manv rt her in ihe arehc

she contributed to the l St. Lul t>er 18) in •

if*". .Hid if<'<" (vol -;: m io

bring. nembers who were ill; sti his

lu\ur> in <ktohvr 16*6. again in Septemher 1664. and in Januan and f-ehr.

4« \erso and under date- recorded S

Academicians supposedly created in \pnl 1633 (vol. 69 I

ma) not be reliable Since ^he w.,- alum to

Rome, we must presume that she w a - admitted earlier under the more informal

procedures used in the itO'^ and I

-

She began negotiating for a plaee in the church in August 1654: the matter

settled by November 26. 1662 nd 139) Her will, made on

June.'. 1666. was opened on February 15, 1670 (the dates given b) k Noehles.

Ui Chiesa del SS Luca , Martina, Rome. 1970. 116. note 294

monument was not set up unt utattia de" Rossi, one of

Bernini's favorite assistants Noehles publishes the tevi of the inscription on

page 369
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Dish

Icmpera on parchment

\ I3V4 in (24 8 \ »4 5 cm.)

Florence, Palazzo Pitti I
1890-4765)

color plate, p 7 ; >

1 1 or comments, see nexi entrj >

20

Dish Snail

Tempera on parchment

934 \ 13 ; in (24 8 v J4 : cm.)

\ lorence, Palazzo Pitti 1 1890-471

The identification of .i group of studies of fruit, vegetables, and Row

crs ,iv the work of Garzoni we owe to Mm.i Grcgoi i, who noticed the

connection between .»n entry in a Medici inventor) of \>^2 and foui

octagonal pictures of flowers and fruit m the I ffizi, making it possible

to attribute other similar studies in the I fti/i to Garzoni. 1* In compo-

sition these works are extremel) simple ihev consist or one type ol

plant \et on a dish nr arranged in a vase which \hc sets in the center ol

the page on a vaguelj defined uneven surface she adds a few con-

trasting species a sprig of hyacinth iii ,i \.t>.c of tulips; jasmine

blossoms and a few small pears next to a dish ofplump, ripe tigs, a

small pimply gherkin beside smooth, round peaches, and a pink

beside the dish of beans. Her selections deliberatel) contrast or com-

plement textures and shapes, nowhere more obvious!) than in her

picture of tulips in an Oriental vase in which the single pear echoes the

shape of the vase standing next 10

rhese paintings are not really still lives hut rather a Mend of Still-life

and scientific drawing that goes hack ultimate!) to I conardo aiu\

DGrer. Her immediate source of inspiration was prohahk the work of

I igOZZi, whether she saw it as a young woman or encountered it onh
when she settled in I lorence later " It is not surprising that such paint-

ings were made in seicento \ lorence I he scientific interests ot C n.irul

Duke Ferdinand n de'Medki 1 1610-1670) and of his brother. < ardi-

nal I eopoldo de'Medki (1617-1670), are well known I he lor me r was

ime of Galileo's friends anvl protectors, the latter founded the \.

demia del ( imento in 1657 to encourage scientific research I he cardi-

nal's art collection also included works by Dutch artists like Otto

Marseus van Schriek, whose landscape settings contain a compendium
ot exotic snakes, butterflies, and plants." It is far more probable that

the> supported and patronized Garzoni in the 1630s and IMOs than

that she worked tor other members ol the Medici family in the earl)

lh2<K. as is usually said." ( osimo n de'Medki died m Irs2 I al the early

age of thirty-one, leaving as heir the eleven-year-old Ferdinand, ["here

was therefore a hiatus in Medici art patronage until Ferdinand and

his brothers reached maturity. Additional evidence that this later gen-

eration o( Medici was responsible tor Garzoni's work in I lorence is

the presence of her works in an inventory of the collection of \ itlona

della Rovere, the wife o\ Ferdinand n .-" Further research might even

uveal a role played as a patron by V ittoi ia della Rovere, a woman
alwavs dismissed in the literature as a bigOl interested primarily in

religion and pious works.

I he simple. s\ mmeti ical compositions o\ ( iarzoni's beautiful studies

explain why they were associated with an early rather than a mature

phase of her career. While accurate representation of the species

was important to her patrons, Garzoni, to judge by her choice of subject

matter, was not simply cataloguing varieties of fruit and Mowers,

as Bartolomeo del Bimbo was to >.\o later.-' she followed some still-life

traditions in depicting either rare and expensive plants the tulips,

toi example oi edible delicacies, r resh law fave or broad beans are

a great favorite in Italy still, the tigs, peaches, plums, pears, and

grapes are all displayed in peak condition.

Hei technique can be seen easilv in these works. I ami contour lines

aie tilled in w uli colot laid on in linv parallel strokes or in stippled

stiokes that give main ot liei surfaces a characteristic speckled

appearance like that ot a bird's egg. Her draw ing is assured and her

ai rangemenl of the fruit and Rowers sophisticated ami fai more com
plex than appeals al liisi sight She creates a feeling of concentrated

mass that differentiates hei work from that of predecessors like I igozzi

and Balthasai vander \st .--' Ks an artist, she chose to work within

stiict limits, in hei chosen specialty she was nevertheless extremely

successful While we know enough now to appreciate hei considerable

reputation in the seventeenth century, the full extent ol hei achieve

ment still awaits propel study, rhe rich archival material in Rome and

I lorence and the considerable gioup of woiks now identified will

make this a rewarding undertaking.

:i

Sail l.iii mih Birds mitl I urn ca. 1640

W.iieicoloi on paichment

lOVs x 164* m (25.1 x 41.6cm.)

I he ( leveland Museum ol \it

Bequest •>! Mis i Ima m Schniewind, in memory of her parents,

Mi .md Mis i rank ( icih

l nil I Mina Oregon leconstr ucted the artistic personality of (iiovanna

Garzoni m I9M. this watercolor was thought to be by Jacopo Ligozzi.

\s Gregori noted, the technique used here is identical to thai found in

( larzoni's well-documented group of studies in the Palazzo Pitti, down
to the Characteristic dotting ol the background areas. While l.igo/./i

always painted one elegant specimen Oar/oni combined several,

composing them w it hi n a sell ing. This particular sheet allows us to

appreciate tier skill at diaw ing animals as well as plants, especially the

goldfinches seen from three different viewpoints. I he color scheme

is pleasantly subdued but has perhaps been altered by some fading of

the greens used for foliage.

s

Naples. 1964 :
_

9.

Manila's portraii ol Garzoni in the Pinacoteca Cotnonale ot Ascoli shows her

holding a small portrail iC Mariom. Ascoli Pieeno, Bergamo. IsOx. !

seventeenth-century collection in Florence was said to have man> pictures hv her.

•si di tion come di frutti . . . quati sono miniature" IF. Bocchi and Ci Cinclli.

Le hellez:e della alia d orence. 1677.503) I or another similar

description, see Naples 1964. no

III

Bottari and ricozzi. 1,242.

II.

For this group, see Naples. 1964. 27-28, and the entries below

12.

The album is mentioned b> I- Noack in Thieme-Becker (XIII, 22'). I am grateful

to Dr Gaetana Scano. secretary of the Academy . for answering m> queries about

the album and Gar/oni's w ill.

13.

The four sheets in Madrid (Biblioteca Nacional. nos 7924-7927) are probably

from her Neapolitan period isee note 10). A Portrait t,f Amadeo I <>t Savoy

attributed 10 Garzoni was with Gallery I asson. London, in 1966 (panel. 12"- * x

I7»/|« in I.

14

I wo si ill lues ot Iruii with a sugar taster painted on vellum went through

C hristie s on July 10, 1971 (lot 60), as Dutch school They are close 10 Gar/onfs

documented work in the Pitti.

15.

Naples. 1964. nos. 12 and 13. All twenty-six works by Gar/oni are now in the

Palazzo Pitti in a new display arrangement. Dr. Marco Chianni. Ihe director, lo

whom I am indebted for information about these works, informs me that

one of the group, a study of a lap dog. is signed.

16.

Mitchell, 1971. pi 161. Three more are illustrated in the catalog cited in note 15

17.

On LigOZZi, see Mina Bacci. "Jacopo Ligoz/i e la sua posi/ionc nclla pittura

fiorentina." Proporzioni, i\. 196.1. 53. Ligozzi'S studies belong to an early phase

of his career: one is dated 1587.

IX.

Florence. Palazzo Pitti, Arlislialla Corte Granducale, catalog by M. Oiiarini,

1969. 31, 34, and 47-50.
136



Judith Leystef

Dutch. 1609-1660

Judnh I eystei a an exception t<> the rule that women artists arc the

daughters ot artists, tor hei lather wa^ a brewei She was exceptional

too in a centUT) when Dutch artists tended to speciali/e and when
Dutch women tended to paint still lives, lor she painted genre lubjeots

and port tails as well as st ill lives She conforms to one u nlot lunate

pattern among women artists, however, in thai her products it>

declined markcdlv atlet her man.

She was horn in Haarlem on Jul) 2 !
; lei father. Jan \S illems/ .

had taken the name ot his hrewctv . the /

his own Hv 1626-27. Judim was sufficientI) well known as a painter

10 he mentioned hrictlv in a Kmk praising her hirthplace -' Hie lollow-

mg yeai hei patents moved the Fami I) to \ Iceland, neat I irecht, hut

hv Scptcmher 1629 the) had moved hask neat Haarlem again We
know that hv 1631 she was triendlv w ith I rans Hals . •

because she witnessed the haplism ot one ot his children She w.is

a member at the Haarlem guild ol painters h> 163 1 and two >ears later

had three male pupils When Hah lured one ot them to his studio she-

sued him lor the moncv he owed her as a result and won her v..iu' < >n

June I. 1636, she married a tellow artist, Jan MeinSC Molenacr i 1610-

w ith whom she latet had three children I hcv moved to \mster-

dam the following U'.ir. prcsumahlv hoping to do hetter husmess in

the prosperous capital I he) remained there eleven v ears. Jan

I levens. a Kemhtandt pupil, hoarded with them in 1644 I he> moved

to Heemstede, now a suhurh ot \mstcrdam. in lf>4N. and she died

thereon Februar) in. 1660, onl) tittv years old

I ightv -three vears ago the literature on Judith I evster was nonexis-

tent Met name first reappeared in a hla/e ot puhlicitv in |g93, when a

work that the I ouvre had just acquired as a I rans Hals turned out to

he a signed Judith I evster Ihus she emerged in the shadow

great and famous Dutch artist Her documented connections with

Hals helped art historians to dismiss her as an mutator and her true

artistic personal it) became hlurred hv the copies after Hals attnhuted

to her ' She is. as we are slowlv discovering, a distinct . person-

14. i

The idea ih.it she «.is in Florence before 1630 goes back to Carboni, 204 In order lo avoid attaching

:n lished sources ol this documentary information arc given he- n der

Naples. |stf,4. :s. Willigcn. L
21. 192; A. Bredius, Quellenstudien zur hollatuti

Detroit, ls>74. nos 105-6. Inventare. The Hague. 1915. 9; Harms 90 93 am irdenhurg.

22. "Judith Leyster.' Oud-Holland »

See. tor example, Ast's famous studv ol fruit, insects, and shells in the British 2

Museum of around lf>25 ij.m Gerril van Gelder, Dutch Drawings an,/ Prints, New Samuel Mnpzing, W, tchrijx

York, 1959, pi. 31). IfUK she was again praiM-d in print hv The el. who call

ing star in art.' a complimentary p

not mentioned in two later compilations

Hei gulden cabinet (Antwerp, 16*1 > and in

der niederkmdischen \4alei

authors mention several women ..:

See Hofstede de (,r

4.

Slive. ill. 13 (no 19): 21 (no. 3D; 13< rid D 26. Tl

for this question i- Two Children Playing »itha Car (117 and rig. 75 1, which is
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alrty, more versatile than Hals, who made her own contribution to

Dutch seventeenth-century painting, vt'ter Hofstede de Groot's dis-

coveries of 1893, Juliane Harms made the first serious contribution

to our understanding of I eyster in a series of articles published in

1927 '
1 ittle has appeared since, hut a recent master's thesis hv I rima

Fox Hofrichter clear!) establishes that man) of Harms' attributions

are no longer acceptable anil that a great deal of work remains to he

done on 1 eyst<

Haarlem was the town of Frans Hals and man> other masters who
made attractive small landscapes and genre pictures I trecht. near

which I eyster lived for a sear, had a large 1 athohc population and

supported a school of artists, man) Ofwhom had visited Italy, knew

C aravaggio's work, and practiced a tenebrist sivlc. painting religious

as well as genre subjects w it h larger figures than was usual in Haai lem

I eyster absorbed ideas from both schools \ numbei of her earl)

works use candlelight and strong chiaroscuro effects, foi example Hit

f (Karlsruhe. Staatliche Kunsthalle) and l>

Cavalit m (cat no 22 1. and throughout her career she remained fasci-

nated hv the fall of light under different conditions Hei genre sub-

jects can be related to Haarlem traditions but her taste foi large fig-

ures alone or in small groups instead ol the larger groups of small fig-

ures preferred in Haarlem can be linked with the I trecht school as

well as with Hals Sheobviousl) admired and studied Hals' extraordi-

nary brushwork and occasionally imitated it quite successfully, but

she usuall) preferred a more controlled, less flamboyant paint surface

than his \ irtUOSO technique is part o( the content of Hals' pictures.

I eyster is more concerned with compositional refinements, with the

fall of light, and with the psychological interactions of the people

she portrays

I ewer's V fa > of 1^2** 1 \msterdam. Rijksmuseum. on loan

to the Frans Hals Museum. Haarlem) raises the issue of her relation-

ship to Hals with particular darit) because her laughing, ruddy-

cheeked drinker who invites us to share his pleasure in a beer and I

smoke is clear!) inspired hv works of Hals such as I hi V. >//\ /)»

1 Amsterdam. Ruksmuscumi of 1628-30 : (here are man) differences,

however, despite the close similarit) of the subject. Hals typical!)

ignores the setting while 1 eyster includes a table that extends into our

space and even allows us to imagine ourselves seated at it Hals'

drinker faces us almost frontallv. extending both hands, one 10
|

ture. one to offer us the sparkling illusion of a glass I eyster's figure

seems to pivot on his elbow in the center of the picture as he li>oks out

at us. raises his tankard, lowers the plume of his hat. and smiles I he

resulting composition has a complex interlock of curves and diag-

onals that suggests both space and movement with elegant efficiencv

Such compositional subtleties are typical of I eyster, but Hals' single-

figure compositions tend to be simple Her subjects often smile

at us. gesture toward us. and inv jte us to share their life but do so less

boisterously than those of Hals.

Perhaps I ewer's most original works are her small domestic genre

scenes One of these. The Proposition (cat. no. 2*>. is discussed else

where; in others she shows mothers combing their children's hail and
women sew mg bv the fireside while (heir children pl.iv beside them.*

I he subject of women at woik in the home did not become popul.u in

Holland until the 1650s when a Rembrandt follower, Nicolaes Maes,
and a Delft artist, Pieterde Hooch, began to paint women preparing

food cleaning house, and minding children.9 I ha! such subjects

emerged al all is of great interest and deserves more thoughtful analy-

sis than it has received so far I he phenomenon implies a greater

respect fbl the traditional domestic roles of women in Holland than

elsewhere in seventcenih-ccntui \ I mope, even if the pictures are B3

idealized in then wa) as modern advertisements showing women with

clean, smiling babies and gleaming kitchen floors. I hat I eyster was

the first to paint such themes cannot be proved but she conveys greatei

sv mpathv foi the daily lives of women and their social situation than

>.\o the men in her cucle who on occasion also turned to similai

subjects "'

Most of I eyster's dated works belong to the years I624IO 1635 Hei

domestic responsibilities ma) have handicapped her latet career, foi

onl) 1 wo illustrations in a tulip book of 1643 and a disappointing por-

trait ol Ihs2 aie known to have been made alter her marriage. Il has

also been suggested lh.il she collaborated wilh her husband, who was

principall) a genre paintei rhe ten works b) Leyster that appeal in

the inventor) made of hei husband's possessions after his death include

a fiowei piece and several pictures of birds, winch suggests thai she

might have sw itched 10 painting still lives in ordei to avoid competing

dileCtl) «ilh him Hei one known si ill -hie panning could dale to I his

later phase "

II is a commonplace of all Instoiv that ailisls are influenced D) other

arlisls and a commonplace of Criticism of women arlisls thai the) aie

dismissed as without interest once the influence ot their male contem-

poraries has been identified m ihen w 01 k l essiei absorbed ideas

from main ailisls besides Hals and never imitated him directly. She-

was a versatile and ambitious painter who excelled in every area in

which she worked. > el until hei career has been studied fulls and the

copies and imitations weeded out, her arnsiic relationships with Hals

and her husband clan tied, and I he in Hue nee of hei work on later Dulch

artists considered, we will not be able lo evaluate her achievements.

Ml thai is certain al present is thai she is more than "ihe mosl clevei

painter of her sex m seventeenth-century Holland."11

The Cay Cavalit n I
Hn Last Drop), ca. lh2X-29

Oil on canvas

)5Va X 2Y m <K4 2 v 7V7cm.)
Inscribed w it h the arlisls monogram on Ihe tankard

Philadelphia. John O Johnson ( ol lection

Scenes of men. often with a few female companions or servants,

carousing in taverns, drinking heavily, and yielding lo the intoxicat-

ing pleasures of lhal new vice, tobacco smoke, were already popular

10 turn I .>nogram. In no other signed work docs she imitate Hals

brushwork. - am not at present conwnced h> Slise "s

attribution- ice below).

S

See I eystei bibliography T1" -J on Harms' doctoral dissertation

of 1926 at the Univers urt.

6.

See Leyster bibliography . The author is now w ruing her doctoral dissertation on
Leyster at Rutgers L nn

Slive. 111. cat. no. 63 and pi.

8.

Dublin. National Gallery of Ireland: Adolph Schloss Collection. Paris ipresent

location unknowni: G. Stein Collection. Paris. 1937 (present location unknown).
9.

For example. Maes' Woman Scraping Parsnip* and The Idle Senani. both of

n the National Gallery. London, and Pieterde Hooch's Woman and Child

in a Court of 1658 in the same collection
I
Rosenberg slive. and Ter Kuile. 1966.

pi. 101 : see also pi. 100 A and B. 102 and

in

Compare Dirck Hals Household Scene il ille. Palais des Beaux-Arts) with I ey-

ster s Mother Sewing bj ihe hin-\ide (Dublin. National Gallery of Ireland).

II

Harms, pi 20 (currently with the Brod Gallery. London).

12.

Shve. 1970-74. i. X
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in Holland when I eystei painted this picture m the late 1620s ii

ever. Leyster has chosen a largei formal and portrayed fewei fig

than was usual foi this typed composition and has further empha-
sized the figures h> making the setting almost non-existent. I he stress

on the human figure and the use ol candlelight illumination suggest

as Moii ichter pointed out recently, that this is an early canvas influ-

enced by the work ol the I llecht ( aravaggisti, which the artist saw m
I628. ,a A companion piece in a private collection shows three men
laughing while one fiddles and another holds a jug ol beer behind his

bacl '

' In it the boundaries ol the room are defined and a family peers

through a doorway on the left, sharing in the fun Both works are nota-

ble loi the emphasis on figures thai appeal directly to the spectator,

anothei characteristic ol genre works ol the school ol ( aravaggio and

anothei contrast w nil the typical Dutch "merry company*' scenes,

where the figures mostly communicate with each oilier lather than

w ith us.

Although The Proposition aA 1631 (cal no 23) proves that Leyster's

use ol candlelight illumination continued beyond hei hist contact

w ith the l 1 1 eeh i school, only a small proportion ol hei know n works

use artificial lighting Of these, Tht Boy with a Wineglass (Karlsruhe,

Staatliche Kunsthalle), winch in the past has Ken attributed toGerrit

van Honthorst, is net most obviously ( aravaggesque exercise and

hence is piohahh one ol hei first works In ///. <;<n ( avalit m and in

///- Proposition, she sv nthesizes trends currenl in I trechl and Haai

lem to achieve a mole personal lesult. with much emphasis on the

human dialogue between her characters she was to explore these

ideas With even greater sophistication in latei works Mel Self-Portrait

(ca 1633 Washington l)< National Gallery), shows the artist

working on a painting ol carousing youths similai to /

Uers she turns to study out reaction to the half-finished canvas Ihe

woik generally acknowledged to be her masterpiece, the Boy Playing

the Fluti (ca 1635 Stockholm, Nationalmuseum), is more introspec-

tive and meditative Mong with a design ot great formal sophist

lion, this work le. iliues a m.ii v ilouslv realized plav Ol light and shade

across a variety of shapes and textures lhetwoe.nl> works m this

exhibition show l eystei lav mg the foundations foi these later

achievements

23

I lii Proposition, 163 I

( >il on panel

II",,. \ «'.. m (30.9 v 24 2 cm I

Inscribed lowei left with the artists monogram J I S* and the date 1631

Ihe Hague. Ihe Mauritshuis (564)

l See COlOl plate, p 74)

Ihe most beautiful and most original ot I evster's small genre pictures.

Hit Proposition was the subject ol a recent article bv I rima Fox

Hot r ichter m which the imagery is discussed in detail. 11 While paint-

ings and prints show mg men making indecent proposals to women
were common in the I ow ( ountries in the sixteenth and seventeenth

centuries, a work portraying a woman who has clearly not invited

i !

Hofrichier, cal n<> I I

14.

The Happy Gathering, last recorded in tbc Von del Honen ncum.
Holland, in I>«|I isc- Harms. I4.s ,,nd 2

15.

Hofrichter, 1975
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such .in invitation and refuses to accept il is unique. 1 "
I ho woman

show n here is not a whore She in a housewife engaged in a domestic

ehore. and her intense concentration on her sew mg as she lues to

ignore the man who touches her arm and extends a palm full of Coins

will instantly engage the sympathy of an) woman who has ever been

similar!) approached h\ a man who stubbornl) refused to believe that

his attentions were unwelcome The contrast with contemporary

treatments of this theme b) l trecht and Haarlem artists could hardl)

be greater Dirck van Nahuren's I In Procuress (Boston, Museum of

Fine \rtsi of 1622 is a well-known example of the usual coarse humor
characterizing such subjects ,:

I he \oung woman grins at her leering

suitor, her plump breasts brimming out of her dress, while the pro-

cuiess on the right demands pavment 1 he "merry company*' pictures

ot" Dirck Hals make equal!) explicit the willingness of the women to

participate b> showing embracing couples, lilted skirts, and dishes of

oysters, a supposed aphrodisiac 11 Ihe tone of I eyster's picture is m
complete opposition to these boisterous!) vulgar entertainments \v

several scholars have observed, her interpretation looks forward to

the quieter, more refined depictions of sexual encounters painted m
the 1650s and ihwkhv artists like Gabriel Metsu and Gerard lei-

borch. although in these too. as Holnchter makes dear, there are still

numerous indications that the women are participating w illing

I eyster's Proposition is a unique!) personal interpretation with tern-

mist overtones that complete!) escaped earlier critics, who labeled it

16.

A picture h> Dirck van Bahurcn of I*>23 i\\ur/burg. Rcsiden/i -.how. an unwilling

prostitute " nh .i soldier and procuress pressing their claims, hul II is clear lhal ihe

refusal will he withdrawn when Ihe prite is right (Holnchter. 1975, 00

r
Hofnchter. I9~?. tig 4. Cleveland Museum ol Art. 1971, no. I.

•

A Pari) of Young \len and Women at lahle. London. National Gallerx. 1626, and

^ \terr\ ( ompany. drawing. Haarlem. Teylers Museum (no. 4.' in Dutch (,enre

Draxr enth Ceniurj catalog b) Peter Schalhorn. International

Exhibitions Foundation. 19K
19.

Gabriel Metsu's -in Offer oj Wine (Vienna, Kunsthistonsches Museum, ca. 1650;

Hofrichter. -a-ms directl) modeled on Leyster's picture, as l.awrence

Gowingtirst noted i Vermeer, London. 1952. 115).
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LoUM Moillon

I rench, 1610-1696

Louise Muillon was one of seven children born in Paris to Nicolai

Moillon ( 1555-1619), a Protestant paintei and picture dealer and

Marie Gilbert, ihe daughter of a goldsmith. Presumably I ouise

received her first training from her Fathe I V\ ithin a u.n oi his death,

her mother married Francois Gamier, also a painter .i<n\ picture

dealer, it is assumed thai Moillon's new stepfather was the main forma-

tive influence on her Style, although his two known dated works, ot

1637 and 1644. postdate most ol hers anil are less refined technical!)

When her mother died in I6K). an inventor) made ol hei possessions

included thirteen finished still-life paintings by I ouise Moillon as well

as some unfinished works by her Ihe inventor) stated furthermore

that the profits from the sale of these works weie to he shared equal I)

between her anil Gamier, in conformity with an agreement made on

June' JO, 1620. that is a tew months after the death ol her lather but

before the remarriage ol her mother Ihuswe know that by the time

I ouise was ten or eleven, she had revealed sufficient talent tor her

prospective Stepfather to make a business arrangement concerning

her future production. Her earliest known work is a still lite ol peaches

in a private collection in Paris; 1 her last dated work is a still life ot

peaches anil grapes in the Museum ol Strasbourg dated I6.H2 - More
than thirty works, nineteen of them signed and dated, are known al

present, the majorit) in French private collect ions.1 I he only example

in an American public collection is the Basket oj Fruit » nli <; Bunch

of Asparagus of 1630 in the Art Institute ol ( hicago '

Most of Moillon's dated works were produced before 1642. although

she lived for another fifty-four years, anil apparent!) resumed her

career in the I67(K and '80s. In November 1640 she married a ( al

vmist wood merchant. Itiennc Oirardot. by whom she had al least

three children. The obvious conclusion is that her domestic responsi-

bilities interrupted her artistic career, although such a course of events

was bv no means inevitable, as I avinia I ontana. Marguerite Bahuche.

and Rachel Ruysch demonstrated. Moillon's failure 10 seek admission

to the Academic Roy ale after it opened in 164S or even later in

the 1660s. when her brother Isaac and several women still-life painters

were admitted, also suggests that she w.is inactive after her mar:

\Se know little about her later life except thai she suffered from the

persecution ot the Protestant community that preceded the rev

Hon ot the I diet <>t N.intes in 16*s s,hc ma) in tact have resumed her

career because ot tinaneial difficull t her children left I

fbl I ngland. a third was converted to ( atholkism under pressui

She hersell must have been converted, it only to avoid imprisonment

and contlscal ion ol her property tor she was given a ( atholic burial

when she died alone in Paris in I'

I ouise Moillon is one of the finest still-life painters of the first half of

the seventeenth century in r ranee 1 ike her best-known contempo-

raries working in this genre 1 ubin Haugin. Sebastien StosskopfT.

lean Picart. and Pierre Dubois she established herself as a specialist

in certain kinds ot still lite, principally studies ot fruit, though she did

onall) paint vegetables St ill-life painting originated in the

I ow ( ountrics with artists like AmhroMiis Bosschacrt and Jacob van

Hulsdonch ' \ lew I rench examples earlier than hers are known. 7 but

until Pierre Dupuis came to maturit) m the 1650s. there was no one
to rival her exquisite!) polished and rehned arrangements ot grapes,

plums, apricots, peaches, cherries nectarines, strawberries, and .

berries She was moreover the onlv 1 rench artist before |6s(l « ho

isfully combined still life with the human figure (cat no 24i It

is a silent tribute to the quality of her work that more of her paintings

surv ive than those ol any other 1 rench Still-life painter active K |

lean Baptiste Monnoyei (1634-U

Her work and that ot her contemporaries is often called areha..

term perhaps justified when their paintings are compared with COfl-

temporarv 1 lemish and Dutch still lives Moillon. Haugm. StosskopfT.

and I inard were, it must be remembered, the pioneers i\i a new genre

in 1 ranee which was never as popular there .is it was in the 1 ow C oun-

tnes It was to sutler from its classification a

art after the founding of the tcademic Royale in 1648. for ihe

\c.iilemy ranked still life far below history and

Fare, 1962. n. pi. 37, and Kin-. is>--i. 52 The tr„u Setter (Fare, 1974 -

also dated \bl K> li is discussed below (cat no 24. note sn

j

Kin-, is*:. ,1. 63

3.

The hesi discussions oi Moillon's career and work arc those ol V\ tlhelm and Fare.

Is*:. I. 41-43 and s",s.HMi Sec also Fare, 1974, 48fl some ol ihe works these

aulhors mention and illustrate nave new locations rhus (-are 1974, *4. is now in

the Norton Simon Collection, as is the si ill I it,- . >' ( itr.ua. < Oranges he i Must rales

(60, no 5). The splendid Still I it' with Peaches, Asparagus, Arlichokt

Strawberries (Fare. isnj,. 6,5 > is erroneous!) viid to he with knoedkr .md i

New 'y ork. who inform me that 11 never has heen in their possession The superb

Still lite "irli Grapes, Melons, Squashes ami Apples of 1637 iFarc. I
y ~4. *~ -

no longer at the Art Institute of Chicago hut was sold and now belongs to a private

collector in Bergamo. Ital> Munsterberg (32, lower pi 1 illustrates a Moillon that

recentl) went from Parke-Bernel. New > ork. to \gnew 'S, I ondon. and has heen

Mild b\ them to a private collector

Kepr in color in I

Knoedlef an, .higan.

It is not signed and its condition makes judgment difficult at pri

genuine Moilloi

1962. 1. 42ff Hi. .irardoi a I'epoqi ca-

Hulletin hislorique el I

Muen quoti

Moillon's daughter written in lf«(<6: •celle que ma mere no

frere et a moi nous a fail ripar.: 'er et

nous aussi, el nous lassi :., c- hat which m> m.

has written to m> brother and m>self has made us shed man God
le her. and us as well, and make it possible fbl ich other again

one da> 1. Douen reports that Etienne Girardol died in Irs-* him

present at the funeral 01 Moilli

was not present at her funeral.

f>.

E Greindl. /
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lions anil even portraiture. No I rench artist before 1650 could chal-

lenge the sumptuous displays of glistening rish. ripe fruit and vegeta-

bles, gilded salvers, and dead game painted h\ I tans Snyders and Jan

Fyt m I landers, nor even the muted elegance o\ Pieter ( laesz. and

Willem Heda in Holland ^ el even it" the compositions of earl) I tench

Mill life are less sophisticated than those of their I lemish and Dutch

peers, the> are nevertheless works of great beaut) I he) project in

fact a different aesthetic quieter, mote restrained, more reserved

— which man) viewers toda) prefer to the Kuhcnsian rhetoric of

Flanders and rin».l as satisfying as Dutch still life of the same period.

Among this group of artists. Moil Ion's works hold a high place

24

I n ">
i >

Oil on cans as

4"
. \ 65 m , 12,) v | J en.)

Dated lower left: 1630

Pans. Musee National du I ouvre tKI 1955-19)

At rh, 1 shows an elegant I) dressed customei considering

the purchase of some apticots from a wicket basket presented to her

bv a young woman I o the let! of the shopper is .1 basket filled with

plums, peaches, grapes, and strawberries, presumabl) the fruit she has

alread) chosen Ranged along the counter are grapes, plums, apples,

melons, cucumbers, artichokes. .1 cabbage, and a large marrow .

behind it is a cat \ shelf to the upper right holds more grapes, some
small loaves of bread 01 pastries, and another basket

I his picture is o>-\c of tour surv iv mg examples h\ Moillon that

include figures with the still lives for which she is best known '' In it

she presents man> of the subjects in her repenorv I he wicker baskets

of mixed fruit and of apricots and the howl ol plums are especiall)

characteristic, vegetables rarel) appear in her independent still lues

I he situation is surel) also intended to he read as a parallel to that ot

the artist herself with a patron deciding what kind of still life to bus

I arge pictures with lavish displays ol tresh garden produce being sold

to fashionable customers were an established genre in I landers b\

1560 and were still popular in the seventeenth century deter \ertsen

and Joachim Beukelaer invented and populan/cd the genre, but

Moillon's work is closer to examples bv I ucas van \ alkcnborch S

departs from I lemish models bv placing the scene indoors rather than

in an open market place, bv having onlv two figures, and bv depicting

a smaller stock ot gi>ods. most oi it fruit I he result is a simpler, more

restrained, and in some wavs more natural image than the gargantuan

displays Of perfect vegetables priKluccd bv her Flemish predecessors

Her restraint conforms to \ rench taste of the period when Philippe de

(hampaigne. the I e Nam brothers m Pans, and Georges de la lour

in I orraine were all enjoving their tirst successes

We know that she was an established still-life painter bv 1630. In the

I ouv re picture she seeks to extend her range bv working on a larger

scale and bv including the human figure I his work is important there-

tore as an indication of Moillon's artistic ambition at the age ol

twent) . and also of hei artistic independence, for she was the litst

I rench artist in the seventeenth century to attempt such subjects." It

has been suggested that in composing the figures she used the engiav

ingsof Abraham Bosse, a fellow Protestant in the Parisian artistic

community, but the examples cited ate not especialI) close to the

woiks named and Hosse's small punts could hardly have been helpful

models lot such large wotks '
-' Moillon must have been familial

rather w ith I lemish genie and still life, as m ell as w uh the portraits ot

I rails Pourbus the > ounger. who spent his last twelve years working
in Pans, and with the emerging talents of anothei I lemish emigre,

Philippe de i hampaigne, who reached Pans in io22. the yeai Pour-

bus died I he careful depiction of the customer's dress recalls Pour-

bus' meticulous attention to his sitter's economic Status, 19 while the

simple composition with table and figures placed parallel to the pic-

ture plane echoes both Pourbus and < hampaigne Moillon thus

aligned herself with those I tench ai tists working m a straightfor-

ward, realistic tradition that had its roots in Flanders rather than with

the f.uluig Mannerist 01 emerging Baroque Styles of Italian origin

preferred at court I ike ( hampaigne anil (he I e Nains. she ptohablv

found her patioiis among the wealths bourgeoisie rather than the

.11 istociacv '

'

Basket .•/ -»/>»« ots, ca 1635

( >il on panel

v 20' : in. 1 4(» x <2 cm )

Par is. ( ollection Mr and Mis I i.mcois Heim
1 See color plate, p 75)

I his is a still-hie maslei puce ol deceptive simplicitv I he characlei

ot the fruit itselt small, plump, speckled, and perfectly ripe is

beaut il ul I v evoked I he austel itv ot the composition di.ius attention

to eveiv slight deviation from the perfect symmetry suggested at tirst

sight \ pan ot rounded lot ms on the lefl made In one split apricot is

matched bv the two apt icots on the right but broken by the branch of

leaves to which the) aie still attached I he leaf tonus are picked up by

others crowning the basket, while the slight upw arils slope of the

basket provides an accent emphasi/ed bv the dark vine leaves emerg-

ing from it like a green frill. In the foreground the artist entertains

us w ith tramp* Voeil water drops ami a drinking fly.

Moillon's still lives reveal a constant preoccupation w ith balancing

asv mmetl ies and carefull) judged intervals of void anil solid while

using a basic lotm.it of one, two. ot t hi cc round containers of fruit set

on a wooden surface that is always strictly parallel to the picture

plane In a work dated 1630, now in the Notion Simon I oundalion

( ollection, three different types of bowls containing gooseberries,

strawberries, anil cherries are placed irregularis across a counter. ,:
' A

panel of ltS72 in I ou louse contrasts a tall basket of red and purple

plums w ith a small, flat basket of strawberries."' When she shows only

one container of fruit, she always sets some of the fruit, or fruit of a

different kind, on the surface beside the container and breaks the even

pis 9-12 for Hulsdonck For Bosschaert, see J Sip Dutch Painting, 1 unilon. 1461.

no. J5 iwork ot IfO' in Prague).

7.

Fan-. 1962. M . pis. 11-14.

In his recent book. Fare reads the . illon s two Panels in Toulouse as

1632 and 1634. instead of the lf>~2 and 16^4 usually given, and reads the date

on her Strasbourg panel 1632 instead of ; f> and 64-661 Fare thus elimi-

. late revival of Moilloi recently examined the mo panels

in Toulouse and find the traditional reading of the dates the more plausible one.

9.

For the others, see Fare. 1962. it, pi> '2. 36. and 65. or Fare. 1974. 4X-49. 52. and

53. Another was in a Pans salt ir nth on panel was cut up in 144'

and has since disappeared c\\ ilhelm. 10) lh< Fruit Seller (Fare, 1474. 4X-44.

color pi. I is dated 1624. The fruit is splendid ir rfc but the figure is stiffer

than those in the Louvre picture of a year later. In 1962 Fare attributed a fifth

work of this type to Moillon (li, pi. 35) but now (1974, I
1 14> he attributes it to

Jacques Linard. as he does two more '22-23) not knour him in 1962. In two of

these the women seated at the table hold flowers and cor. cmplate a typical exam-

ple ot I inard s baskets ol flowers All the figures are noticeably stiller and (latter

than those in the four examples Fare gives lo Moillon. two of which are signed

and one of which is documented
111.

See, for example, his scene representing the months of July and August in the

Kunsthistonsches Museum. Vienna; another good example was in the exhibition

lc de Breugel, Brussels. 1463. no. 223.

I I

Perhaps inspired by her example. Sebastien StosskopfT produced a similar blend of

genre and still life in The /in- Senses and The Four Elements (Strasbourg. Musee

des Beaux-Arts, both signed, one dated 1633) The result is awkward and he did

not apparently repeat the experiment. For Linard's efforts in the same vein,

see note 9 above

12.

U ilhelm. II.

13.

For a typical Pourbus portrait, see A. F. Blunt. Art and Architecture in France,

1500-1700. Harmondsworth. 1957. pi. 89. It is possible that Moillon's customer is

a portrait, for her features are carefully described whereas the greengrocer resem-
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contour of the pile of fruit with leaves Hen •( uncle rs: .

ment as satisfying in its infinite vari thesonal atti.

26

Snll Life m uh Grapt i <<//</ I m, /

.

Oil on p.mcl

19' '/p.. K 26 in (50 \ 66 cm.)

Signed lower right Louyse Moillon 16

fans. Private < ollection

In several >>i tier still-life paintings Moillon stresses the decorative

charactei ol tin.- leaves, contrasting their irregulai contours with the

smooth, rounded forms oi the fruit. In .i beautiful small stu.

curacao oranges dated IM4 m the Norton Simon ( ollection, ih<

leal shapes echo the strange, sectioned forms of the bitter oranges li

an earlier work I Dish oj <><,*/<< \ » nh Figs 1631. m a private collec-

tion m New Vork. she in si plays with the forma between

the gloss v . translucent, globulai forms ol grapes and the larg

shapes oi v ine leaves ' She elaborates this theme in two »mi
1637 In Slill Life with C the leaves extend

ovei the ledge, defining the picture plane and reach into th<

background spaces of the composition, almost overwhelming in

formal interest the grapes in the centet of the composition I his theme

is developed to spectaculai effect in another, much larger wot >

the same veat now in a ptivate collection in Bergamo, where vine

leaves evletul in all directions OV« a harvest lestiv.il ilispl.

grapes, gourds, anil melons ' Moillon"s sense Ol pattern and overall

ilcsign ale supeihlv displayed in these woiks. prool that she Jul

not confine hersell to simple bowls ol liuil on lev!.

bles women in other figure painiinf but much

example ol a port rail ol .1 woman shopping is Emanuel iK

Heusden and Her Daughter al ih.

1 ondon. Nalional Gall<

14.

Her onl> known pairon w.in (. Ijude dc Bullio;

of t in.ince and one of ihe wealthiest men ol his d.i>

Lunch ai the Chjie-m de W ideville (Wilhelm. II. and

15.

hare. l^~-i. sa

Its

Ibid.. 56, upper kit

r
Fare. Is*:, i. color pi. opp 88 M 60, rig. 5.

-

hare. 1974, 5- nipper left) and Munsterhurg. 32

14

Fare. I
1*-, n. 51. and Fare. l^"-». 67 (in both publication*

given as the Art Institute ofChicag
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Maryarctha do Hccff

Dutch, active in the Iomk

•\t prcsenl very little is knn»n about this art ist she i\ recorded m the

aineteeoth-centur) Dutch encyclopedias of artists .in .i paintei of

watercolor studies of birds anil insects ' Knunm guesses that \s illem

de Heei < 1636-1681 » was her husband or her brother; there are few

careful pen drawings on parchment signed bv him in the British

Museum and in the Riiksmuscum in \msicrdam \ work ol 1
^> "^ I hv

Margarctha is mentioned b) Kramm \ Sri// / /'< >< ith Inst i rj Shells.

ami ii Beetlt m Hartford (Wadsworth Mheneum) is signed hv her anil

dated 1654 rwo more signed works are known to the cataloguer.

Returnfrom the Hunt in Bordeaux (cal no 27) and /». fl

Fighting, a small panel in the I ciccstcr ( it\ \rt Oallcrv -' Ml three

signed works are accomplished paintings hut so different m subject

and even technique that it is hard to construct a consistent artistic

personal it) from them A' tin Hum could he later than the

other two; it is certain!) her masterpiece She was clearly a gifted

painter who did not confine herself to watercolor studies after natural

specimens

27

Return lr, >m the Hunt
Oil on canvas

21 'Vie in (68x55 cm >

Inscribed below the tassel ino longer visible to naked eye) M de Heel

Bordeaux, Musee des Beaux- \rts if,4n~i

I his beautiful small came piece was attributed lo Jan Weenix until

Margarctha de Heer's signature was noticed earl) in this century I he

attribution to Weenix is hard lo understand since de Heer's interpre-

tation of the game piece is tar closer lo the work of \\ illem \.m \clst

His elaborate!) composed heaps of hunting equipment and dead
animals always stress the textural contrasts of stone, wood, leather.

fur. metal, and cloth. He was especial!) famous for his ability to paint

the plumage of birds He employed a palette of subtle neutrals relieved

w ith a few accents ofcool color — deep blue and green, cream, white,

maybe a little orange. The marble ledge and classical architectural

detail, which de Heer has used here too. are also typical of \elst

vfti't traveling in I ranee and hah he settled in Amsterdam in In56.

Presumably de Heer came into contact with him aftei thai date, winch

suggests that this picture is latei than her recorded dated works.

Margarethade Heei has not attempted lo rival the baroque intricacies

of van \eist \ compositions. Instead she has created a design with a

marvelous!) compact quality, like well-built brick wall, in winch

each element is neatl) slotted into place Hei restrain) recalls the

elegant compositions ol \\ idem Kali 1 1619 169 1), who also worked

in tmsterdam, and whose still lives frequent I) emplo) a vertical

to i mat. although she does not imitate Ins main stylistic feature — a

brilliant!) impasted surface thai mimics the textures and the sparkle

ol light portrayed < >nk the tassel in hei picture hints at the taste for

tancv accessories then developing in Mnsictdam I he game piece

was not popular in Holland, as n was in seventeenth-century I landers.

main!) because there was little good hunting terrain in the United

Provinces rh is superb example ma) be do Heer's onl) essay in the

genre It is further evidence ol I he astonishing wealth ol .ntistic 1. 1 lent

that nourished m Holland's "golden centur)

K.ramm. n • mentions .1 landscape-picture »nh hirds and two m\th-
-

Stephanie Barron, who brought (he Hartford picture to m\ attention, and f rima

K>\ Hofrichter, »ho iold me about the Leicester panel, hoih deserve my ihanliv

A good example is repr. h> Berni. 1. pi. 4
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Maria van Oosterwvck

Dutch. 1610-1691

Some two dozen works are known b) Maria van Oocterwyck. a painter

nt ilimtr pieces and occasionally of still hvi mid

Houbraken's De grooU tchouhurgh dei tsche konstschilden
in n hildereuen ol 1 7 lx-2<> (the hrst oi the tew compilations nt artists'

biographies to mention women in its title), she was horn in Nootdoip,

near Dcllt.on August 2U. 1630. the daughter ofa preacher Houhraken
savs that when she displayed artistic gilts at an earl) age her lather

sent Maria to studv w nh Jan Da% ids/ lie Heeoi 1 1606- 1683 W), hit

oi information doubted b) modern scholars hrrautt de Heem spent

most ol his life in \ntwcrp anil onlv returned to I trecht. his birth-

place for a brief stay from lf>69to 1672 Hv then, to judge from het

dated works. Oocterwyck was already a fully trained artist Houhraken
also savs that she was courted hv another still hie artist V\ illem \an

\elsi i Ifi2s 2h attet 1683), hut that he gave up the task as hopeless.

so devoted was she to her career Her tirsi known dated work is nt

1667 hut she must have heen active long before then - there are other

dated works of 1668 (see cat no 21 Copenhagen,

Royal Museum), 1686, and w.hw i( ollection H. M. the Queen, Kensing-

ton Palace) '
I tie small number ot sur\ in ing works confirms

Houbraken's statement that she worked slowlv and produced little

Stie had .in international reputation nevertheless, she was patronized

bv I ouis \iv ol 1 ranee I mperor I eOpoM, the Stadhouder YAilliam in.

and the Kmgot Poland ' She died m December 1 69, ,,t the home of her
sister'^ son in I itdam.

*A ith the exception ol het superb t anilat in \ lenna (cat no 2Xi and

one still life recorded in sale records, all her known and recorded

works are (lower pictures ' She liked to set her vases on marble table

lops anil near!) always included grasses with green and white Striped

leaves Another favorite motif is a red emperor butterfly perched

in the lower foreground with its w mgs spread Her works recall in a

general wav those of de Heem and v a n \elst suggesting that shi

familiar w ith their paintings, even it we cannot prove that she studied

or worked w ith either of them Her flower pieces are among the hest

of the period and her t anilas is a masterpiece, one of the finest

examples of this genre in seventeenth-century Holland

t

Die hsis of her works in Wurzbadi and rhieme-Bccker an the

three works catalogued he low and others mentioned in tht J the

following, .ill signed flower pieces, in alphabetical order r in

•Xtlania. \ Okarn I I K a mot
kunstsammlungcn I Halberstadl Colleen.

Calalot ar in

jnv more recent I R

Green, London, in island now in a pr

Prague. Narodni Galeric no 24J in copper. 14 \->rmation

I owe to Dr Jiri Kotatik); \ lenna. kunsihis:

catalog Ol 1**4 Ii dins noi appear in mor,. recent c ch. L Brunner

Collection (front the Hallshorough G
Paviere. I. 47 and pi 55J K still life in the manner o -

weni through Christie's. London, on March 24. W2Z. lot I]

n.; photo in Frick xo Reference I
~-

j

A picture tit (lowers in a »ase w;'h grapes and fruit in a sculpt,

and dated IMi" went through Christie's. 1 ondon. or '

bought b> the Arthur Tooth c. Jon
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Oil on canvas

it $cm.)

Signed lower right Maria v.in Oosterwijck 1668

Vienna, Kunsthistorisches Museum (S714)

S color plate, p 76)

This Vanitas painted when the artist was thirty-eight years old, is her

first dated work traceable today Such an ambitious and accomplished

work can hardly he one of her earliest commissions \N e can guess

that she only dated works made lor important patrons and that it was

in the loolk that her reputation began to spread beyond Holland

This work is not recorded in the inventories of the \ustrian empeiois.

hut its \ustrian location and provenance suggests that it might have

been made tor Emperor I eopold i

The genre of Still lite known as a "\ anitas' first developed in 1 cvden

in the InZtK. probably, as Bergstrom suggests, .is .1 result of the con-

centration of< alvmist scholars in that city." It is the most intellectual

and literar\ form of si ill life and the onl\ kind that always has a moral

message I here are three classes of objects regularly included I he

first are symbols of an active professional and personal lite hooks.

scientific instruments, and artists tools representing the literary,

scientific, and artistic professions, money, purses, deeds ot property,

account hooks, and precious objects s\mholi/ing worldly wealth and

power, and goblets ot" w me or beer, cards, dice, and musical instru-

ments recalling the more frivolous pastimes that also consume our

days. I he next group are objects that stand tor the passage ot lime

clocks, hourglasses, soap bubble's, full-blown roses. >.\k.w>.\ gtas^

skulls, and smoking, extinguished candles I he last group refers to

lite after death, often represented b\ a strand of ivv or a laurel branch.

but these are frequently omitted, tor the tone ot most \ anitas paint-

ings is pessimistic

In Holland such paintings were most popular before lr>*" I aler

examples tend to be laiger and more elaborate than those produced in

I e>den in the 1630s and 1640s. Oosterwyck's interpretation of the

theme is characteristic for its date while also being exceptionally

complete in its iconographic range and unusually detailed in its

execution. 1 " The four most prominent objects in her composition are

the large xase of flowers, the globe w ith signs of the zodiac, the skull

wreathed in ivy. and the account book Ihe smaller objects, reading

from left to right, include a flute King on music hooks, a mouse eating

a stalk of grain; a glass Mask of Ji///,; I iltu in which is reflected a self-

portrait of the artist; a rattle; a half-eaten ear of corn, a butterfly

perched on the edge ot a page, a blue and white porcelain inkpot with

a goose quill pen l> ing nearby; an hourglass; a pair of hooks with a

fly. a small hunch of anemones, with a snowdrop King on them, a

knapsack, and some coins \ large stone niche is dimly Msible behind

the marble table on which these objects are strewn in careful disorder

The general meaning of all these objects w ill he clear from the open-

ing discussion ot the genie but a tew specific identifications may be

helpful Ihe butterfly can symbolize the resurrection of Christ and ot

mankind general l\ . I he fly is a s\ mbol of sin. the mouse of ex il

because ot Us destructive habits. I he anemone is associated w ith

sorrow and death and w ith the passion of < hi ist. the snowdrop with

hope and consolation I he knapsack suggests the join nc\ o\ lite I he

\arioiis inscriptions are all appropriately moralizing in tone." With
the exception ot the eat of corn, a recent import from \meiica. none

of Oosterwyck's symbols are unusual, although the repertoire is

exceptionally complete.

Jan de Heem, het reputed teacher, painted several \ anitas composi

tions during an early stay in Leyden (1626-29), but they are smaller

and simplei than hers and use the monochromatic tones ih.u were 10

dominate Dutch painting fot the next two decades Perhaps she

visited him in Antwerp and learned about Ins earlier phase there.

More probably she visited I evden. winch is not fai from Delft, .\ns\

there saw examples of the local specialty Ihe moralizing content of

the genie mav have had a particular appeal fot hei. since Houbraken
tells us that she was extiemelv pious I he butterflies and grasses so

common in hei ftowei pieces mav even carry a symbolic message tOO

because the pleasures and beauties ot this lite will pass we must follow

( hrist and look forward to the everlasting delights of heaven

Vast ••< ////;/'» Roses, and Othei Flowers with Insects, lh6*J

Oil on panel

S i x 15 V» in. (47.3x38.4 cm.)

Signed lower right Maria van Oosterwijck 1669

Cincinnati. Collection Mrs I w Scott Mter

I his small panel is a beautiful example ot ( lostctwyck's llowci paint-

ings of the 1660s Hei favorite striped grasses are here played off

against two stuped tulips, whose forms reach the limits ot the panel.

\ dragonfly perched on the grasses is placed against a white peony that

shows oft its transparent w mgs I he glasses hanging ovet the ledge on

which the glass vase is placed and the buiteillv perched above her

signature inv ite us to test the artist's illusion and admire her skill.

Ihe small scale, the simplicity ol the design and its extension to all

edges of the panel, and the prominent tulips recall much eat liei

Dutch (lower pieces such as Jacques de Ohcvn's Si ill Life with luli/>\

of IM2 i I he Hague. Oemeente Museum) anil works by the two art-

ists who may have taught her. Jan Davids/ de Heem and Willcm van

\elst IJ
( learly she was aware of prevailing fashions but she perfected

a personal variant that stressed an exquisitely detailed finish, much
play with reflections anil varied textures, and more symbolism than

was usual for (lower pictures at that time. In this work, the fly in the

foreground can represent sin and (he destruction of worldly possessions.

the glass vase and the grass the fragility of human life, and the butterfly

resurrection. Her flower pieces are not only beautiful and sophisticated

examples of this Northern seventeenth-century specialty; their icono-

graphical content makes them more complex in artistic intention than

those of most of her contemporaries.

A 'low.
[ nndon. in Is* I <

-

CUC ollins ls>24.

in. nos. 641 and 693 - *ingu>n P.*

be traced hjck to theseHoubraken. n. 214

owner-.

6

For the still life tern in note I.

7.

Sandrart (347 and Hi. note 1*5*' records tine Hollandenn." unmarried, who
made exceptionally fine miniature paintings, from whom he acquired a Vaniiai

for Archduke Leopold W ilhelm <d. 1662>. It included a self-portrait of the arnst

in a reflection. Pc!/er thought that the artist might have been Clara Peelers, but

Maria van Ooster.v> ck. who never married, is a more logical choice, even if the

luniias known to Sandrart. painted before 1662. cannot be identified wirh the

picture in Vienna, although it does contain the artist's self-portrait in a reflec-

tion on the vase.

Bergsirom. I<4tl

4.

r man. his days are as grass as a flower of ihe field, so he tiounsheth I nr

ihe wind passcth over it, and n is gone; and the place thereof shall know n no

more'' iPsalms 103: 15-16)

111

for comparable examples, see the discussion of Jacques de Clauw. Abraham van

Beyeren, and Vincent Lourensz. van der Vinne in Bergstrom.

1 1.

The text beneath the word Rekeningh ("reckoning") translates: "We live in order

to die. We die in order to live." The text on the paper sticking out beneath is

identified for us as Job 14 1 ("Man that is born of a woman is of a few days, and

full of trouble"). The tag. Self-Stryl, emerging from the book on the right refers

to a work of Jacob Cats, the slip below it. Navolgingh Christi, to Thomas a

Kempis' Imitation of Christ

12.

De Gheyn's work is repr. in color by Mitchell, pi. 157. For comparable examples

by de Heem and van Aelst. see Bergstrom. pis. 178. 179. 185. and 186.
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Eligabetta Sirani

Italian, 1638-1663

I lisabetta Sirani's briel careei is well documented ( arlo ( t

Malvasia, the leventeenth-centur) biographei >>i Bolognese .hums.

was .1 personal friend and he wrote a long, embarrassingly adulai

biography shortly aftei the death ot the artist, whom he called "la

(jl< >i i.i del sesso donnesco "' In it he included .1 list of about one hun-

dred ninet) works that Sirani hersell had begun to keep in 1655 She

had become .1 Bolognese culture heroine long before her death, and

hei funeral was .if\ elaborate aflaii prompting man) trite poems in

praise ol Sirani and hei woik. which M.iK.im.i Collected .mi\

upi inted I hus the legend ot the sweet-tempered, v irginal younj

ist, the equal ol all the women artists ot the past and heir to Ihe genius

ol (undo Kem. m whose tomb she w.is buried, lias been associated

wnh Sirani from the beginning Inevitably such hlmd adoration and

effusive pi.use has seemed excessive to modem eyes, and while Rcni's

reputation h.is risen somewhat from the depths to which it sank m t he-

late nineteenth century, the appreciation of his numerous Bolognese

followers issiiii verv much a local phenomenon Sirani is dismissed

OUtrighl in most modem writings .is a weak imitator ot Rem.

She was the daughter of Gian tndrea Sirani (16 1< Bolognese

at list whose Style w.is closel) modeled on that ot Guido Kem. the

most admired and most influential Bolognese painter of the seven-

teenth century she w.is not encouraged to paint h> her father; it w.is

Malvasia who spotted her gifts ,ind urged her lather to develop them.

She had the examples ot two well-know n Bolognese women art i-

Properzia de Rossi and I avinia I ontana to inspire her MaB
mentions both ot them in his life ol I lisabetta, as well as some of the

legendary women artists ot antiquity, and no douht he told her a NhjI

them tOO. She was professionally active hv ihe age ol seventeen, as her

ovv n list proves, producing two works that year, live the nevt. and

eighteen the nevt. two ol which she also engraved Bv Ihh2 she had

recorded about ninety works, she timsiu . ightv more before

her death as well as fourteen etchings and a numher of draw ing

Most of hei commissions were for private patrons She also carried

out some public commissions, however, including an enormous Htip-

t

Malvasia, n Siuni and her father with full

hihliograptn . see Emiliani.

\ number ol apparent I) genuine works exist U led in her lis

example nos. i~ 1
'. 280. and 178 (probabl) .1 *<.r> earl) »ork> in tlu I'

Nazionale, Bologna The l.n. I Jrj»mgsh> hi

iKur/. nos 4st| s|m hin there .ire others in public and pi 'he

hnesi being The Findii

Bean and I Stampflt

(i'Unr\ in Italy, Ncu Nork. I%". no I

14-



chapel m the church of the m.un Bologncse cemetery s

painted portraits, though none survives, religious works, allegorical

themes, and occasional mythologies and stones from ancient histoid

She became a tourist attraction, bringing distinguished visitors from

Florence. Mantua. Turin, anil even from outside ltal>. who all came to

see this phenomenal voung woman dash off her pictures with the

ease o\ .1 true v irtUOSO
'

Her death late in \ugusl 166* at the age of twenty-seven aroused

immediate suspicions that she had been poisoned I he family's maid

was accused and admitted to tipping packet of powder into her mis-

tress's soup hut said that she had been told bv the woman w ho gave

it to her that it contained onl\ sugar and cinnamon Vlter a trial that

Mart asia say s w as not conducted fairly . the maid « as exiled \n

autops> revealed that Sirani's stomach was full of holes \Knlern med-

ical opinion explains her death as a result of ulcers, hut at the time

doctors hspothcsi/ed that the holes were due to some disturbance o\

her especially livelv female temperament It was even suggested that

the holes were the result oi a frustrated love affair!

\s can he guessed from her impressive output and from the lively,

economical wash technique of her draw mgs. she worked nuicklv and

eusilv She herself records w ith pride finishing a picture of a Madonna
and Child for a visitor to the cit> in time for it to drv anil he taken

home with the client Malvasia describes how one evening immedi-

ate)) after Sirani was told that she had rven awarded the commission

to paint the /i;r*" w" for the ( eftOSa, she leaped to her feet, took a

sheet of paper, and sketched the composition while her father and

Malvasia were chatting, afterwards presenting him with the drawing '

Such methods might well result in an uneven level of quality, ami

indeed some of the works attributed to her are weak, while others are

simpK copies after Keni But if judgment is limited to signed works

and to works that can be matched to her own careful descriptions on

her list, then the standard maintained is high She is a far better and

far more original artist than her father, who actuall) is onlv a pale

reflection of Rcni's later style EJisabetta's artistic personalis is hard

to extricate from the legend of the angelic voung genius who died

before she could reach her prime and from the overwhelming fame ot

Rem. whose work has onlv recenilv been more carefully defined hv

modern scholarship.

I ike everv artist working in Bologna in the 1640s and 1650s, I Isa-

bella was profoundlv influenced hv the idealized imagerv i^f Keni's

art. Moreover, she seems to have decided consciously to model her

stvle on his. a choice that made her extrcmelv popular at the time but

that has since worked to her disadvantage ' lo have mastered the

technique and idiom of one of the major Italian artists of the centurx

was no mean feat for a voung woman who had no personal instruc-

tion from her model, nor. one would think, much help from her undis-

tinguished father. She emulated Keni's elevated sentimentality, his

avoidance of any true psychological drama, his preference for sub-

jects with static figures, and above all his intention to create beautiful

images rather than to move the spectator deeply or make Strong

moral statements lo modern eves, the art o( Rem can seem empty,

for ii does not convey that profound concern foi the human condition

that the art of C aiavaggio and Rembrandt projects so Strongly But

Rem nevertheless produced works with a gieat formal beauty that

overcomes the handicap of an alien sentiment \\ bethel Sirani also

managed to cross (his barrier is a matter of personal, subjective

judgment.

Hei art is not sunplv an mutation of Rein's last manner but is a CI it

ical distillation of main aspects of his work. She also seems to have

been impressed h\ the wot k of I rancesco Gessi (1588- iM^t. Her
instant success ,nu\ the constant pressure to produce woiks ,ii great

speed hardlv allowed for a serious, reflective training grounded in (In-

discipline of di aw mg the human figure, she must have had remarkable

facility and a good eve because she mastered certain aspects of Rein's

technique with impressive skill Hei draper) forms tend to be more
sculptural, more angular, and more complex than his. hei tonal

range is darker, her colors deepei and richei than his were after

1630; her facial expressions are less bland, more particular, she uses

shadowed eve sockets to suggest depth of feeling rather as Andrea del

Sartodid in the sixteenth century She likes patterned fabrics. Most

importantly, hei compositions are hei own Hei Magdalenes,

Madonnas. Sibvls. Judiths, and Baptists are never repetitions of Rein's

designs, even if hei adaptations o\ his draper) fol ms and figure t) pes

give her work an immediate but superficial resemblance to his

I inally, the brush and wash technique that she uses lor mam of hei

draw mgs is a personal invention, quite unlike the Standard methods

ot drew mg CUrreM in Bologna at the time.

Sitani died in hei late twenties, trapped in her own legend .is a kind

ot reborn, female Rem ( ould she have outgrown the myth that

enveloped hei and used hei enormous gilts to develop a more personal

stvle ' Ml the piessures on hei were to continue in the same vein.

I here is, however, visible growth in her surviving works. Herlatei

pictures an- atrongci technically, better drawn, more firmly eon

structed \ Madonna and Child painted in hei last year is beautifully

composed Ihe tvpes are less like Rem than before, the interlocking

of the lot ms i ^\ mot hei .\\u\ child tenderly expressive of more genuine

feeling than he ever conveys She recorded only nine works in 1663

and her last entrv mentions the spring season, she was to die in Aug-

ust Her earlv death was a (raged) but her biography must not be

allowed to distract us from her genuine accomplishments, which still

await serious nI mix
''

M
Penitent Magdalene in the Wilderness, 1660

Oil on canvas

x "K'i in. | im x 200cm.)
Inscribed on the rock on the right: Elisab." Sirani/ .F. 1660

Bologna. Pinacoteca Na/ionale <7M>>

I ike the Port ia Wounding Her Thigh (cat. no. 31), this painting of the

pitlure Ji Bnli>t;na. Bologna. 16X6. cd

A Emihani. Bologna. I
-

-

Her own list frequently men- ir\ is especiall) touching

"Con . . il sig Dud della Mirandola. venne j vedere

le mic Opere. e j vedcrmi orxrarc. e lulti li Principi e prir. me di

Messerano. e altri. ^ cosi lutti li Signori. <. Personaggi grandi. che sono quests

Prima- . ->er Bologr n thai the duke of Mirandola

passed through here, he came to see m> works and to watch me work, and all the

princes and princesses, like !hi'H ol Messerano, and others, and in this way all the

important people, who passed through Bologna this spring! i XlaKasia. II. -HMU
s

Malvasia. n. 399 [i » d > made for the Grand Duke Cosimo m de Medici in 1664

6

Ibid.. 401. The drawing is probably the one now in the Albertina i kurz. 134,

X typical modern reaction is that of Stephen Ostrow: ".
. She] developed a

mannered and femir ne version of Reni's style. It was probably her image as a

youthful female artist, rather than intrinsic qualities in her paintings, (hat led lo

the widespread admiration of her art among Europe'* Royal collectors (Baroque

Painting, Italy and Her Influence, American Federation of Arts, Traveling

Kxhihition. IV6X. no }).

Kmiliam. 1959, no. 65. Another Vud<mna and Child daied 1665 is in a private

collection in Madrid I Perez Sanchez. 21 1 and pi 50); il seems to be an original of

high quality

9.

hi Isabella's two sisters. Anna Maria (1645-1715) and Barbara (alive in 1678). both

painted, but few of their recorded works survive To Barbara rather than to Elisa-

hctta should be attributed the small Portrait of Bitabetta on copper (Bologna.

Pinacoteca \a/ionale. no. 503: Tufts. 1974. fig. 39). Il agrees well with Malvasia's

description of Barbara's portrait of her sister (n. 403) and is too weak to be by

Elisabetta herself She had other women students, among them being Oinevra

Caniofoli (1608-1672) (Malvasia. II, 407) and Lucrezia Scarfaglia (active ca.

1678). whose Self- Pt>rtrun is in the Galleria Rospigliosi-Pallavicini. Rome (F. Zeri.

La Galleria Pullavhini in Roma, Florence. 1959. no. 451).
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Magdalene is recorded by Sirani m her list of works under the yeai

looO \ Magdalene m the Desert reclining on a rough mal contem-

plating ihe Crucifix, life-size, for Signore Giovanni Battista Cre-

monese, thc.ieweller .'"' Nothing in known about this patron, who in

not recorded elsewhere in Malvasia's lives .in an art patron. B\ l~ l>s

the painting was in the collection o( a distinguished Bolognese I'.mnK .

the Zambeccari, when it »,iv valued at 250 lire, a high price com-
pared with most works m the inventory." It came to the Pinacoteca

N onale with the Zambeccari Collection in !S y

ThiN in a work far more typical ot Sirani than the Judith iBurghlcy

House, Marquess ot Exeter), especiall) the sweeter facial type, the

more delicate figure proportions and the choice of a traditional

religious subject. I he penitent sunt in show n w nh all the usual I) m-

hoK of the hermit*s existence — the rough, worn clothing, the Nkull

and religious writingN. the knotted rope with which to flail herself, the

diet of root crops and water Her ointment iar Iicn on it- side near the

inNcripnon on the right, empt) and unused now that C hnst Ii.in gone

to heaven. ItN inclusion proves that thiN in the Magdalene and not

St. M g) P'- -mother female hermit sunt who ended her life

alone in the wilderness

Ihe contrast between thiN interpretation of the theme and that of

Artemisia Gentileschi (cal no IDcouldhardl) He greater Sirani

alludes to the Magdalene's legendary p.iNt .in a woman abandoned to

bodily IiinIn m the seductive pose, the exposed bre.iNtN. .ind the long,

golden hair, although the semi-nudity ma) also refer to the higher

truth of her new faith trtcmisia instead covers up hei Magdalene.

except tor the low neckline of the gorgeous dress, and portrays her .in

a woman of strong personalit) who in not entirely convincing in the

role of abject penitence lo these contrasts ma) he added others

more obvious the differences in Netting, lighting, color, indeed in

aesthetic approach altogether Sirani also painted a more modest!)

clothed Magdalene (Bologna, Pinacoteca Nazionale, no. 2«<m.

beautiful ReniCMJuc cnn.iv with the traditional crimson rohcN floating

around her .in Nhe ga/CN hcavenwardN from her mountain retreat. In

both o\ SiraniN verMonN the Nweet. idealized cxprcNNionv directl)

inNpired by Rem. ma) not be appealing Both however are excellent

examples of the more classical Npirit Neen in much Italian seicentO art

In the \tagdalt m in our exhibition, the figure h.iN been placed w it h in

the Netting with great Nkill Our c>cn riNe from her slim legN up to her

head, then follow her ga/e past the crucifix to the landNCapc MNta

beyond Ml the details of the Netting and the still-life accessories have

been painted with far more attention to detail than w .in UNual with

Reni, especiall) toward the end of his career. Ihe \4agdaJem and the

Pen m Net a Standard ofqualit) that Nhould be kept in mind by thoNe

Neeking to link her to the weaker produce of (undo Renfs Nhop

Jl.

Portia Wounding Her Thigh, 1664

Oil on cam .in

k54* in. (KM x 138 cm.)

Inscribed lower left: [Eli]sab. [ett] a Sirani F. l<><<-4

New > ork. Wildenstein >v c ompan)
i See color plate, p. 77)

Sirani's choice of subject on this occasion ma) be unique. Certainly

there are no othei representations of th in moi\ from Plutarch's Life oj

Brutus (xin) recorded b) Piglei " ts the time approached foi ( aesar's

murder, Porcia sensed that Brutus, her husband, was deeply troubled

and concerned about matters he was keeping to himself. To tost her

own strength o\ character before .iNking him to share his troubles with

her. Nhe U>ok a small knife arid made a deep wound in her thigh. When
Brut un rushed to her side anil showed his great concern at hei suffer-

ing, Nhe made the follow ing speech to him: "Brutus, I am Cato's daugh-

ter, and I was brought into tin house, not. like a mere concubine, to

share th) bed and board merely, but to be a partner in thy troubles.

Ihou. indeed, art faultless .in a husband; but how cm I shov, thee an)

grateful service if I am to share neither th) secret suffering nor the

anxietv which craves a loyal confidant? I know that woman's nature

in thought too weak to endure a secret; but good rearing and excellent

companionNhip go far towards Strengthening the character, and it in

im happy lot to be both the daughter of ( atO and the wife of Brutus.

Betoie thiN i put Icnn confidence m these advantages, but now I know
that I am superior even to pain "' She then revealed the wound and

explained hei perNonal trial of courage Bi iiiiin w as suitably

impressed anil aftet taking care of her wound, did confide in her

finall) about the plot to kill ( aesai

Sir .mi's selection ol a stoiv from ancient history that has as its point

the courage and heroism of a woman can legitimately he described

as feminist, especiall) since the subject is so rare in the visual arts.

This was not the onl) occasion when Sirani combed ancient sources

tor a new teminist theme tor a picture, for she also painted the only

recorded example ol I imoclea pushing the enemy captain into the

well of her hoiiNe. .in oppoNed to the more usual scene of the captive

I imoclea being led before \lcxandcr the ( Heat."' Another story of a

heroic woman inNpired one of her masterpieces, the Judith Trium-

phant at Burghley House of ltS5K. l; Indeed, these last two works were

made for the Name patron I hey help to correct the impression that

she painted only Madonnas and infant ( hrists. pliant Magdalenes,

and ethereal siby Is.

ihe Porcia was painted a year before her death. It is a skillfully staged

narrative that follows Plutarch closely. According to the text, she

asked her women to leave her alone; they are shown in the distance

in an adjoining room as Porcia prepares to stab her thigh. This well-

preserved painting, with its warm color scheme emphasi/ing red and

gold and w ith many virtuoso passages of lively brushwork. is an ambi-

tious work handled with complete assurance. One of her best works,

its theme makes it an especially suitable choice for this exhibition.

10.

Malvasia, II

II.

Emiliani 64

12

Ibid.. 66 and 71.

13

This work cannor be identified with either of the other two Magdalenes described

h> Sirani in 1662 and 1664 but seems nevertheless to be a genuine work of

high quality

14.

A Pigler. Barockthemen. Budapest. 1956: 2nd ed.. 1974. II, 415. where sixreen

representations of the death of Porcia are recorded. Sirani records this work in

her list of paintings produced in 1664 as follows: "Una Porzia in atto di ferirsi

una coscia quando desiderava saper la congiura che tramava il marito: quadro
soprauscio. e di lontano in un'altra camera donzelle. che lavorano. per il sig.

Simone Tassi" i A Porcia in the act of wounding a thigh when she wished to know
about the conspiracy that her husband was plotting: overdoor painting, and in the

distance in another room women, who are working, for Signore Simone Tassi)

(Malvasia, II, lWi. Manaresi (129) and G. Cantalmessa ("David Saul Aslolfo"

Bolleliino dune. u. no. I. 1922-23, 41) suggested that the LucreIia in the Galleria

Borghese he identified with Sirani's Porzia. but P. della Pergola (Galleria lior-

f/iric. / dipinii. Rome. 1955. I, 68-69) correctly dismissed this Iheory.

15

Plutarch's Lhres, Loch Classical Library, rrans. B. Pcrrin. London. 1961, vi,

151-54

16.

Pigler. Barockthemen, 1974 ed.. n. 162 (eleven examples of Timoclea before

Alexander) and 438 (circs Sirani's losr painting of Timoclea pushing the enemy
captain into the well). The I imoclea appears on Sirani's list of works painted in

1659 (Malvasia. II, 394).

17.

Guide to Burghley House, Stamford, Stamford, n.d. (ca. 1975). 33. no. 304. For

the citation in her list of works, see Malvasia. II, 394. There are preparatory

studies for this work at Windsor Castle (Kurz. nos. 493 and 494). This important

work has never been properly published. Photographs are available from the Witt

Photographic Survey. London, no. B57/1656.
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Margherita Caffi

Italian, active 1662-1700

Hie distinctive style ol Marghcritat affi's brilliantly handled Dim cr

pictures has become much better known since five works, lour of them

either signed or recorded in scvcntccnih-ccniurv inventories, were

exhibited in 1964. ' \ typical flower picture signed hv her and dated

1662 recently passed through the I ondon an market. : and a work in

. i private collection in Milan is dated I
"00 .it present these two dates

ate the onlv turn points of chronological orientation tor het career

We do not know when she was horn, nor where, although the evidence

available suggests that she came from \ icen/a ' Her father was

S incen/o \ olo. also a still-life painter, and she married another one.

I rancesco < affi of ( remona, who specialized m Mower pictures and

tapestries there are sufficient numbers of her works in I lorence.

Innsbruck, anil Madrid tor scholars to suggest that she may have

v isited anil worked at the courts in these cities ' Mmost thirtv pictures

hv hei are now known, all buovant designs ot predominantly blue,

crimson, and white flowers set against a dark ground and painted

w ilh great blav ura : She is also laid to have worked as a miniature

paintei Hei dazzling piliura tli /.>< < looks forward to the eighteenth

Century and in particular to the lighter toned but otherwise- verv

similar decorative flower studies ot t rancesco Guard i
'

J2

Still Lift »///; //.-.,, m ca I-
•

( >il on canvas

16 • v 23* m i42 .m.)

Signed lower left ( affi

Munich. ( ollection Julius Bohler

I I or comments, see nevt entl

Still Lift "illi Flowers m <; Lands*

Oil on canvas

16'-. \ 23* m (42.5 \ 59 5 cm.)

Munich. C ollection Julius Bohler

I.

Narks. |s*v4. H2ff.

Solheh> s. 1 ondon. Julv 15. Icon, lot *>

.V

Naples. I*>4. no 262

4

One work in a private collection in Genoa is signeJ "M
(Naples. \

kH^i. no 265) Mina Oregon has recently drawn attention to a manu-

script of ca. 1775 where the artist Margherua Caffi Piurice delta la

Yicenzina I
Anlichita \i\a. w. 1965. I. 18. note 5> She is called "Veneziana"

in seventeenth-century Medici inventories, however , Naples. 1964. no

5.

Naples. 1964. 1 12. and M. Chiarini in Detroit, 1974. 198. with references to

nineteenth-century publications not available to me. Chiarini gives Ludov.

her husbands first name
6.

The catalogs of the exhibitions La natura morta italiana. Naples. 1964. and 77te

Twilight of the Medici. Detroit. 19^4. refer to numerous pictures by Caffi in the

Medici collections: at least eight are to be found today in the Uffizi and the
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This stud) of flowers m a dark landscape setting in one ofa pan ot

works b> Caffi m the Bohler Collection. I he companion piece is

signed Both are typical examples of her li\el> technique, her Strong

sense of compositional movement, and her somewhat cavalier

description of the species displayed. 1 he arrangement of the Rowers

into iwo croups of dissimilar si/e m an oblong compositional formal

is also characteristic of< affi's work L nhke her Northern contempo-

ranes. Maria van Oosterwyck and Rachel Kuvsch. C affi tkw not

attempt to portrav Rowers accurate!) Indeed she seems 10 have

invented blooms as the decorative spirit moved hei I ulips. peonies,

passion flowers, carnations, and convolvulus are popular with her. bin

their coloring is sometimes eccentric I he use o\ landscape setting in

the work exhibited is unusual and suggests that she was probahlv

familiar with the work o( Dutch artists like Otto Marseus van Vhnck
(ca. 1619-1678), whose work she could have seen if she had worked

in I lorence for the Medici, as some scholars have proposed

C affi's works .ire almost the onlv exception in this exhibition to the

rule that women artists working before 1800 painted carefullv and

precise!) \ similar brio can be found in some o\ \ all.tvetC osier's

smaller flower pieces and in some of Elisabetta Sirani's drawings, but

C affi is the onlv woman before the nineteenth ccnturv who makes , (

stvlistic point of her virtuoso paintcrlv technique

-4

'

*

;i

*

M

her Spanish works set Perez Sjnchc/ J43-46 Kvea works

>tecn more arc recorded in earlv invcn:
-

Three raiher weak pictures in her style exist in the Pinacotcca Comunalc.
Cremona

l A Puerari. Im Pinacoteca d\ c
: lorence, 1951. nos >i>-i-f,i a

number of her works have either passed ihrough sale rooms recent Iv or are in

dealers hand- (e.g. Sotheby's. JuK 12. 14":. lot MIX. and June 30. 1471. lot

pair of works wei - h > Romulus, London, in Ap<,lli,, September 1973).

-

Charles Sterling iVI and note 21<>i was the first to appreciate her importance in

this respect.

>",,
.

35
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Maria Sibylla Merian

German, 1647-1717

Mai i.i Sibylla Menan's achievements as an entomologist and botani-

cal illustrator have long been recognized b> historians of science and

students of botanical drawing, hut the feminist movement ma) finally

briny her the widei audience that her extraordinary work deserves

Unfortunately, almost all the serious literature on hei is m ( )ei man 01

Dutch and many of (he basic publications are not easily obtainable

even in major American research libraries. 1

Her career synthesized and extended several kinds ol professional

activity traditional in her family. She was the hist daughtei <'l the

second marriage of Mutilans Mel i.ui the I Idei ( I 592-1630), .i Sn iss

engraver, who specialized in city v iews and landscapes and w ho inhei i

ted a publishing business from his fust w ife, Mis new w ife was Dutch;

their daughter was born in Frankfurt on \pnl 2. I f>47 rhree years

later he died, leaving Ins w idow w ilh two small children, a stepson.

and a business to care for. Ayeai latei she remarried Maria's step-

father was Jacob \larell I 1614-1681), a I lemish fiowei painter who
had been named by Gcorg I legel and Ian Davidsz, de Heein He in

turn trained anothei good (lower painter, Abraham Mignon i 1640-

1679), and Johann Mulrcas Graff (1637-1 70 1 ), who was to become

Mai ia Sibylla's husband. She grew up therefore in a household lull ol

artistic and literary activity and received instruction liom two well-

trained Rower painters.1 In 164 1 Matthaus had published .1 new edi-

tion of one of the fust collections of engravings ot different Mower

species. 1

I his catalog, a product of the new European passion for culti-

vated (lowers of which the most famous manifestation was the Dutch

"tulrpomania," was our artist's introduction to the scientific study ol

nature. It eventually inspired Menan's own publications on I uropean

insects and plants and on those o\~ Surinam in South America, which

made her famous

Graff studied with Marell from 1653 to I65X. then went to Italy lor

six years, visiting Venice and Rome in particular, before returning 10

Frankfurt and proposing marriage to Maria '
I hey were married in

1665: their first daughter. Johanna Helena, was born three years later

In 1670 they moved to Nuremberg She was visited there live years

later by ihe German aflisls' biographer. Joachim von Sandrarl. who
reported that she made oil and watcrcolor paintings nt Mowers. Iruit.

buds, and also of worms. Mies, mosquitoes, spiders, and other tilth '

In the same year her first publication, volume one of a three-part

catalog of flower engravings, titled / tsciculi ires, was issued in

Nuremberg Ihe second volume followed in 1677 and both were reis-

sued w ilh the third in 16X11 rogetherthe) are known as the V
Blumenhuch ot \< » / /. I hey are so rare thai many writers

On Merian have overlooked them altogether Kucker and others have

pointed out thai the plates in several cases depend closely on her

father's edition of De Hivs Florilegium at 1641 and on Nicolas Rob-

ert's Variai ii< mullij . published in

Rome in 1665 Perhaps, as Ktieker suggested, the

may have been in part a leaching exercise fol the young women, all

daughters ol local artists 01 aristocrats who were set to copy ing these

prints in Mai ia Sibylla Merian s audio as part ol their artistic

training '

Her Irrsi complete!) original publication was />< p R,u,,

ind sonderban Blumennahrung (Thi 11

Transformalioi pillars and I
/" dar Hani \ourish-

menu, ol which the hist volume appeared in 1679, the second il

and ihe third not until I
~ I". shortly alter her death : logether they

comprise a catalog ol one hundred eighty-six \ uropean moths, but-

terflies, and othei insects all based on her own research and drawings

Although it was known when she started hei research thai silkworms

must be t\.\.\ on mulberry leaves, the preferred foods and lite cycles ot

other insects were a mystery, so much so that people believed they

emerged fully formed from dirt and mud Merian collected in-

eggs and caterpillars, ted them herself, and recorded the appearance

of the egg. caterpillar. COCOOn, chrysalis, and adult of each species

I he results of her research were represented on a single page, arranged

on 01 near the plant she had learned was the favorite of ihe animal in

question Her methods seem obvious and logical to us. but then they

1.

In addition to the brief chapter in J nils i 1974, B9-93) and " \ Surinam Portfolio"

m Natural History, December 1^2. 28-41, sec the shon account in Blunt, which
provides a good general history of Ihe genre Elizabeth Rucker's catalog of ihe

exhibition devoted to Merian on the 250ih anniversary of her deaih (Germanisches
Nationalmuseum. Nuremberg. is>67> is the best short, scholarly account available

I am extremely grateful to Dr. Rucker for answering m> queries about Merian and
for sending me one of the last available copies ot her catalog

2,

A drawing by Graff of Merian s stepsister, Sara Marell. al work on an embroidery

frame gives a vivid picture of their industrious household (J. Stuldreher-Nienhuis.

Verborgen Paradijzen, Arnhem. is)45, 17).

3.

Johann Thcodor de Hr>- Florilegium rtnovatum el auctum: Das isI vemewertes
und vermehrtes Blumenbuch, Frankfurt a.M : Mathaus Merian. 1641.

4.

The only way thai Merian might have learned about Giovanna Ciar/om was from
her husband, if he had noticed her or her work while he was in Rome

Sandr.irt.

f,

KiKkcr. 4 and 19.

7.

Copies ot the 1679 and 1683 volumes with crudel) colored

Of the American Museum ol Natural History, New s,,. rK ,, • ... of the

Dutch edition of 1730 The Pterpor, ' s the

Laun edition of 1 1 -
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were, .in she proudly declared on her title page, "erne gaiu neue \ i tin

dung" 1. 1 complete I) new discover) k in contrast to ihe contemporary

practice of stud) mp onl) preserved specimens in collectors' cabinets.

Merian thus revolutionized the sciences ofzoolog) and botan) and

laid the foundations for the classitieat ion of plant am) animal species

made bv c haries I innaeus in the eighteenth centur)

In I6S^ Merian left Nuremberg with her two daughters (Dorothea

Maria ».h horn in 1678) and returned to f rankfurt to join her

widowed mother, leaving her husband behind In June the four

women set off for West \ riesland tojoin Merian's stepbrother, c as

par. who was living with a colon) of I abadists m a castle near

I eeuwarden." He died a year later Her husband v isited her and tried

to persuade her to return w it h him to German) but she refused to

leave. Ihev were divorced about seven years later \\ e <\o not know

wh> the marriage ended, whether from religious or personal it) dif-

ferences, but she lived with the I abadists until her mother's death in

lh°-(>. when she moved the family to Amsterdam Possibl) the need to

care tor her aging mother had delaved her move to the City, tot

its flourishing artistic and scientific communit) must surely have long

attracted her attention She quicklv befriended C aspar ( ommelin.

director or the Botanical Garden, and owners of scientific collections

such as ( redenck Kuvsch. whose daughter Rachel we may guess she

met too. Ruvsch's paintings ol insects and reptiles in landscape set-

tings might have impressed Merian. but she might also have been

critical of their lack o( si net scientific accurac)

It had been during her stay in West ( riesland that Merian had tiist

seen specimens ot insects from the Dutch colon) of Surinam and had

conceived her plan to visit that exotic tropical countrv anil studv its

insects m the same wa) she had studied those of Europe in their

natural setting It was not until 1699. however, with the support

of the city of Amsterdam the burgomaster and secretary both had

collections of natural curiosities that she anil her vounger daugh-

ter left on the three-month voyage to Surinam Johanna Helena was

alread) living there as the wife of a Dutch merchant lor two years,

with the help of her daughters. Merian observed, recorded, drew,

collected specimens, and interviewed the natives Her original inten-

tion had been to catalog only insects but she enthusiast icallv gathered

information about snakes, reptiles, birds, and monkeys anil made
many notes on local customs, especiall) the uses ot the plants In 1701,

after falling seriousl) ill, she and Dorothea returned to Amsterdam
loaded down with notes, drawings, and specimens (our yean later

her magnificent Metamorphosis ihsectorum Surinamsium was first

published. Its sixty large plates, engraved by three Dutch artists alter

Merian's superb watercolOf studies, show bananas, pineapples, lemons,

grapes, pomegranates, watermelons, papayas, and other less familiar

plants, all supporting the life stages of extraordinaril) beautiful moths

and butterflies and some extreme!) large spiders and beetles. Her

commentaries on the plates tell the reader how long it took for the

insects to hatch, but also, for example, give recipes for ax>king bread-

fruit and discuss the natives" use of abort ifacients* I he price to sub-

sci i he is was tit teen guilders with an additional thutv guilders for

copies hand-colored b) Merian herself. \ second volume was planned

fortheothet animals she had observed but it w as never published. Her
last years were spent preparing a Dutch edition ot the first two vol-

umes ot Dei Raupen wunderhare I erwandiung and on the comple-

tion of its thud volume She suffered a stroke in 1715 and died in

Amsterdam on Januar) 13, 1717.

I he role of artists in the scientific studv of natural phenomena is a

subject that embraces predecessors as famous as l eonardo and —
more relevant fol Merian. who lived in his home town for fifteen years

\lbiecht Durer. Perhaps she was shown some of his extraordinaril)

detailed watercolor studies ot plants and animals More prohablv she

was familiar with the work of later artists such as George Hoefnagel

1 1542-1601) and Georg I legel (d. 1638). ,0 she was. as would be

expected, a meticulously careful technician who normally worked on

parchment, using semi h ansparenl and op.u|iie w at ei colors Her

drawings must conve) specific information about the structure of

blooms, leaves, buds, and insect anatomy. As a result, her composi-

tions can seem archaic, the plants artificiall) turned this wa) and lhai

as she reveals then form to the eve ol the scientist, rather than to that

of the connoisseui Nevertheless she manages, above all in (he Sum
nam pl.ues. to provide a gieat deal of aesthetic pleasure while ful-

filling her scientific duties She has an exceptional sense of surface

rhythm and patter n ,in<.\ is willing to curl plant tendi ils with slightly

artificial elegance and to tw isl the tails of monkevs and crocodiles in

oidei to enliven Ihe design Hei placing of the specimen on the page

is often adventurous In /><•» Raupen she gives us a spectaculai

close up ol an ins with a swallowtail but lei fly." I he banana in the

imorphttsii tin usis from the page like a rocket." Other pages

simplv delight us with then perfect sense of interval and repeated

formal elements, fol example plate s 2 of ihe Metamorphosis. 13 Manv

ol her original wateicoloi Studies fol the Surinam volume are pre-

served in a bound volume in the British Museum. It could not travel

to the exhibition but perhaps its contents can be made more accessible

in a facsimile edition lis finest pages are among the most beautiful

scientific illustrations ol hei period, and the best hand-colored edi-

tions of the book are hardly less impressive Merian is certainly one

of the majoi artists ot this genie and deserves to he as famous as

Kedoute and Audubon I he language barrier partly explains her

neglect outside Holland and Germany, but even their scholars have

vet to ptov ule B complete catalog of her original water colors, now

scattered in collections from Minneapolis to I enmgrad. 11 Such a

Stud) would illuminate an important phase of European Cultural and

scientific history

)4.

Metamorphosis <</ a Frog

Watercolor and tempera on vellum

l5»/ia » I 17, in. (38.9 x 2X9 cm.)

( he Minneapolis Institute of Arts

[he Mmnich ( ollection (66.25.171)

The LjhjJiNts »ai- a religious KCI founded hi a French ex-Jesuit. Jean de

Labadic ' 1610-1674), who had established a son of Christian commune around the

castle owned by the Sommelsdijck family. They rejected infant baptism, denied

the presence of Chris! in the Euchansi. and paid little attention to study ol ihe

Bible. They died our in the early eighteenth century

9.

The American Museum of Natural History in Sew York owns ihe original edition

of 1705 with beautifully hand-colored plales and the 1719 edition in Dutch
bound with a nineteenth-century manuscript English translation of the text. The
plates of this later edition are also hand-colored but not so sensitively as in the

1705 copy. Rucker inos 40-99) provides German summaries of many of the plate

captions. According lo the natives whom Merian interviewed, chewing Ihe seed

kernels of a plant called Flos Pavonis (pi 45 i prevented conception and resulted

in spontaneous abortions. They did this in order to prevent their Dutch masters,

who treated them badly, from increasing the labor force and to avoid having

their children born into slavery

10.

According to Ruck-. r ill), the first plate, which shows the silkworm and mul-

berry leaves, is close to the design of Georg Flcgel's watercolor of this subject in

Berlin (Dahlem Museum. Kupferstichkabinett ).

II

Rucker. pi 9. she had already used this plate in ihe lirsl volume of Ihe Neue
Blumenbuch.

12.

Rucker. no 51 anj p|. 24.

13.

Rucker. no. 91. pi 27 (ihe tree belongs to the citrus family).
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Merian hero sets forth wilh her usual elegance and clarity a story now

known to every schoolchild, though the life cycle of the frog may not

have been so well understood in the seventeenth century fypically

she stresses the linear rhythms of the water plant and the delicately

varied patterns on the frogs" skins. I his page and that from the Morgan

Library have every appearance of having been prepared for publi-

cation, but neither can be related to plates in her books on European

plants and insects, which do include a few discussions of other species

Maybe she intended to produce a book on European amphibians

and reptiles, or maybe these studies should simply be taken as

an indication of her wide-ranging curiosity about the life cycles and

habits of animals other than the insects in which she speciali/ed

35.

Study "I >i Painted hnl\ Butterfly, </ Pink Undent i>n> Moth, u Strati -

berry, A Pea Pod, Two Shells. <uul a Sprig oj White ( urrants

Watercolor and tempera on vellum

V-h x 4T/ia m. (9.2 \ 1 1.3 cm.)

New York, I he Metropolitan Museum of An
Fletcher Fund (39.12)

A good many watercoloi studies of the plants and animals by Mei ian

that exist in public and private collections cannot be related to an) ol

her published plates. Many of these draw ings concentrate on an indi-

vidual specimen. Others group several related plants and animals on a

page, as she does in her published Studies of insects and then fodder

In a few cases, however, her purposes seem lo he artistic lather than

scientific, as with the dish ot fruit and nuts in the Albert ina (no 1027),

which is signed and daled I69S and is a perfectly respectable Still-life

composition. Her lame evidently attracted clients who were nunc
interested in examples ol hei artistic skill than in her scientific

discoveries, for whom such works must have been made

Her tiny watercolor Stud) in the Metropolitan Museum groups

together insects, fruit, anil shells but only as a casual study ol prize

specimens and not as a study of scientific relationships. Butterflies and

moths do not feed on Strawberries and green peas, as the drawing

might imply to someone familiar w nh Menan's ideas, and the shells

are evidently added simply to fill out the design I hough a little worn

and faded, this sheet is a good example of the artists great care and

sensitivity when describing the complicated palterns on insects' w ings

In some of her later studies of exotic moths and butterflies made in

Surinam, she stresses interesting patterning on wings to such a degree-

that one suspects her of falsify ing the model slightly in or del to

emphasize their spectacular appearance In our work, which depicts

only familiar fauna and Mora, a delicate but accurate portrayal is her

goal. It should be compared with her wonderful study of a locus! and

a beetle in Basel lOffentliche kunsisammlung. no. H ; S~ IKi

14,

The only American collections wnh examples ol Merian's own wrateroolon known
to the cataloguer are the Minneapolis Institute ol xnsic.it no 34). the Pierponi

Morgan Library, New v.ork. and I3ic Metropolitan Museum of Xrt. New S. ork

(cai. no. 35). Stuldreher-Nienhuis (see note 2. I59ff.) gives list of the major

public holdings of her watercolon then known hut the list is neither complete nor

reliable (see Rucker. 35ff.) and there .ire also good examples ol her work in

private hands leg. Rucker. nos 19-21 and 23--4I There are a tew signed and

dated watercolors: one of 1684 in Darmstadt (Hessisches I andesmuseumi. of

1693 in London (British Museum): of I6s»s , n Vienna (Albertina); of 16SN m Berlin

(Dahlem Museum. Kupferstichkabinett); and of 1706 m Nuremberg (Germanisches
Nationalmuseum). Two of a good group of her watercolors in Basel are repr b>

Munsterberg (301. Finally, there are rwo volumes of her watercolor studies in

the Royal Library. Windsor Castle, one of them containing studies for all the

plates in the Metamorphosis insectorum Surinamsium except pi xxvn, which has

so far been noted in print only by Blunt
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Mi ».m Penelope RoSM
British, ca 1652-1700

Information about Susan Rosse is scant \N c do not know exactl) when
she was horn, nor when she married the jeweler Michael Rosse. None
of her surviving signed works, which were all made after her mar-

riage, arc dated, although a lost portrait of the Moroccan ambassadoi

was dated l ^>s2 tocording 10 Venue, who interviewed her husband

after her death, she was first trained h\ her father, the miniaturist

Richard Cnhson i IM \ Ih- IhsMH. hut she seems to have had access to

the studio of Samuel ( ix>per i 1609-1672), whose works "nohodv evei

copy*d better."' With the exception of the miniatures based on
( ooper models, none of which are signed and which are probably

earl) works, her portraits tend to he small, even hv the standards ol

the genre I he majority of her sitters arc women, including al least

two of the mistresses oft harles it (see cat no )6) She does not

succumb to the tendency of most late seventeenth-century hnghsh

portraitists to make their female sitters look identical and dim-witted.

Instead she hoth flatters her subjects and suggests .i considerable range

of character in nuances of facial expression She died in I ondon in

1700, aged forts -eight, anil was buried m st Paul's, c oveni Garden

Portn H tlr>.<t>

l rcolor on vellum

1% x 1% in. (4.1 x 3.5 cm.)

Signed: sr

C incinnati. Private c ollection

Nell Ciwvn was an actress who became the favorite mistress of

Charles it, ousting the Duchess of c levcland, I ouise Renec de

Keroualle, from that position and hearing him two sons J Both women
were painted hv Susan Rosse. Miniature portraits of the duchess

exist in the Victoria and Albert Museum and in a private collection '

"Pretty, wittv Nell." as Pepys described her. was .i woman of livet)

spirit who excelled as an actress in comedy roles Once she was

caught hv a moh in Oxford that thought she was the king's \ rench

mistress. She is reported to have stuck her head from the carriage

window and proclaimed. "Pray good folks, he civil, 'tis the Protestant

whore!" I Ik- complete!) Frontal presentation of this miniature, which
is unique among published examples of Rosses work, reflects well the

sitter's forthright character, while the glim in hei eses and the full

mouth suggest hei humoi and sensuality. Considering the scale, it is a

remarkably powerful image and ma) he Rosse s masterpiece.

37.

Seff'Portmil oj the Artist, ca. 1690

Watercoloi on vellum laid on a tectangular card

( atd. o, x 2 'i in. (9.5 x 7 cm.)

Oval miniature W* K 2% in. (8.2 X 6.7 cm.)

Inscribed on the verso in pencil Mis Rosse

London, Victoria and Albert Museum (457-1892)

I his miniature is one of fourteen acquired hv the museum in 1892
with a tooled leathei wallet traditionally known as "Samuel Cooper's
Pocket Book "' \t thai time, all fourteen miniatures were attributed

to Samuel ( ooper. hut ( ( \\ illiamson pointed out a few years later

that the costumes worn In main of the sitters indicated a date around
I'-

1" 1
, a genei.il ion aliet ( oopcr's death, and furthermore (hat many of

the miniatures had contemporary inscriptions on the hack linking

them with Susan Penelope Rosse anil her circle. Me therefore attributed

all fourteen works to her, a suggestion suhsequently accepted
hv other scholars Recently Graham Reynolds has re-examined the

whole subject of the Pocket-Book anil its contents." While accepting

that the majoi it\ of the miniatures are prohably by Susan Rosse.

including this self-portrait, he reattributes lour of the miniatures, all

unfinished portrait sketches, to Samuel ( ooper. I hrce of them in fact

have old inscriptions on the hack associating them with him. Reynolds*

conclusions also seem correct on stylistic grounds. Michael Rosse,

the artist's husband, sold works hv ( ooper as well as copies after

( ooper hv his wife in 1723. I hus it is not surprising to find a few
works hv (ooper amidst this group of miniatures by her representing

herselt. her sister, her father-in-law. and some family friends.

I wo of the miniatures are inscribed "Mrs Rosse'' on the back. 7 Both

I

In addition lo Venue, our primary sources lor Susan Rosse are Long, '77, and

Foskett, 1972, 481. and pi. 310. Fosketl illustrates some additional works in

I ondon. 197V 99-103.

2.

There is a good, detailed account of her life in the Dictionary of National

Biography, from which all the information here is taken.

3.

No P 21- IS>55 for the miniature in the Victoria and Albert; the Other is in the

collection of l>aphne Fosketl (Fo*kett, I'm. 481 and pi. 310, no. 774).

4.

Reynolds. 1 and pi. I.

5.

Williamson. I. 51-52 (cited by Reynolds. 1). Basil Long, Carl Winter, and Daphne
Foskett all agreed with his conclusions.

6.

See note 4. I am indebted lo John Murdoch. Assistant Keeper of Paintings at the

museum, for sending me a copy of this excellent study.

7.

Reynolds, nos. 5 (pi. IX) and 6 (pi. 19).
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arc assumed to be self-portraits, although the inscription could ri

only thai Kosse painted them In the miniature not shown here the sitter

wears her hair arranged w ith tailing corkscrew curls in a style inspired

by Queen ( atherinc Of Bragan/a In the 1690 miniature the sitter v.

hei hair pulled back from her lace in a plainer style partially covered

by a striped scarf that falls over one shoulder onto her low-cut dl

I he hair sty les suggest that the first miniature dates from around

1680, and the one exhibited from around 1690. when Susan Kosse

was in her late thirties I he sitter in question would not teem to I

old as this, hut guessing ages in portraits is a notoriously untrustworthy

business I he identification must, however, be regarded .is tentative

I he miniatures in the Pocket-Book series by Rone arc large! than

most of her signed woiks and more clearly inspired by the unfinished

portrait sketches Of < OOper, whom we kno* she admired She seems

tO have wished to preserve some ot the freshness of ( oopcr s sketches

(torn life in her finished originals thus het modeling is not as

detailed, nor are her tonal contrasts as carefully developed, as in

( oopcr s finished works \s a result, several of her best miniatures in

this group have a direct candor and informality, their effect depending

on apt Characterization rather than polished llatterv Her skillful

draftsmanship and her sure sense of design are more easily appreci-

ated in this group than in most of her signed works, which tend to be

extremel) small She was an apt practitioner of this demanding and

subtle art form and much more than an able follower of r nglands

best seventeenth-century miniature painter

18

{'.rir.ni ,.t Robert Wignall, ca 1690

U atenolol on vellum, laid on a card w ith a prepared gesso back

( aril ' '4 \ 2 '
. in I') J \ 7 cm I

( Hal miniature )V6 X 2V4 in .mi
London, Victoria and Ubert Museum (453-

Only two of the nine miniatures by Susan kosse from the Samuel

( oopcr Pocket Book (sec previous entry I represent male sitters ( )ne

of these is inscribed on the back \l\ I athei Kosse ". the other is

inscribed in the same wa) \ti Uignali Painter." I he- first inscription

was either placed there by Kosse s husband and refers to his lather, or

by the artist, "father" being short tor "tather-in-law "
I he tormer

alternative seems the more probable Both gentlemen wear the large

w igs and long cravats fashionable at the end of the century I he back-

ground here is plain, in thai of Mr Kosse. the artist included a

landscape v ista on the right

Mr \\ ignaJI, recorded as a picture-drawer" in the Londoi
o\ \pnl 5. 1697, is otherwise little known \ work signed by him
passed through a I ondon sale room in 1909. according to records

in the tile of the Department o\ Paintings at the museum We can only

assume that he was friendly with the artist and her husband. Though
the final effect is now slightly marred by flaking paint loss around

the edges, this is a lively small portrait, neatly composed and lightly

but skillfullv finished

15-



Rachel Ruw'h
Dutch. 1664-1750

Rachel Ruysch is ihc first woman who nol onl> achieved an inter*

national reputation as a major artist in her lifetime, hut also suffered

no visible decline in reputation after her death. Hei works fetched

high prices when she was alive anJ have remained expensive ever

since Onlv her decision to specialize in fruit and (lower paintings has

prevented her from hong more widely appreciated Sterling has

called her outstanding [among] a galaw of consummate Howei

painters [who appeared in Holland | in the second half of the seven-

teenth centurv "' Oram declared that she "is a supreme artist as well

as a supreme painter, as great in her line as Kemhrandl in his "-' Not

manv art historians Of collectors take her specialties senouslv hut

even slight acquaintance with the genres to which she devoted her life

will make apparent the exceptional qualitv of her work

She was horn in \nisterdam in Ih64 to distinguished parents. Met

mother. Maria Post, was the daughter of the architect Cieter Post

Her father, \nthonv I redenck Kuvsch. was a professor of anatomy

and hotanv and an amateur painter who also collected scientific

specimens shells. lossils. skeletons, rare plants, and minerals ' ( >nc

of her sisters. Anna Maria, also had some artistic latent ' Rachel's

gifts were detected earlv. and in |6"9. at the age ol fifteen, she was

apprenticed to \N illem van \elst. one of the finest flower and Still-life

painters active after 1630 Her first dated works .ire of I6S2. one is a

studv of insects and a thistle plant in a landscape.'' the other a painting

of flowers, apples, and quinces hanging in a hunch i Prague. Narodni

Galeric).' Her Still I in » //// Flo* .r» tmJ Inset !> m a Land* upc

( 1685. Rotterdam, Museum Bovmans-van Beunmgen). which uses a

shadv landscape setting to displav an impressive repertoire of flowers,

vegetation, rocks, insects, and reptiles, is a work of complete technical

assurance h reveals uh> her appreciation of the work of Otto Marseus

van Schnek. whose specialty was dark, woodland settings full of

exotic fauna and flora, a strange hlend of still life and scientific record."

She continued to paint hoth flower pictures and displav s of lush fruit

and insects, reptiles, and small mammals in wooded settings through-

out her career, although flower paintings dominate her priniuction.

She man ied i he portrait painter Juriaen Pool it 1 1666-1745) in id 1".

they entered I he Hague painters' guild together in 1701." Ihcv had

ten children. Despite hei domestic responsibilities she made a total of

some si\t\ signed and dated works as well as roughly thirty live works

thai aie signed onlv '"
I heie at e also a few works of apparently auto-

graph quality that are neither signed not dated, she was court painter

to the 1 lectot Palatine, Johann Wilhelm \on Pfalz, from 1708 until

his death m 1716 and spent some of this period with his court in

Dusseldorl In 1716 the family settled once more in Amsterdam, she-

was active until three veais before hei death, proudly adding her

age. eighty -three, lo the signatures and dates on her last known works,

a pan ot (lower pictures from 1747. now in I ille."

I hese facts alone are impressive Ruysch was professionally active

before she was twenty, as were several Other women represented here.

( ompared to earliet women .mists she managed a substantial output,

although n was noi particularly notable by the standards of hei male
Dutch contemporaries, some of whom produced over eight hundred

paintings. She h.ul Luge family to concern her, even if she hail

servants to help care tot them. And she had almost seventy years of

Continuous artistic activity Clearly she was a woman of prodigal

physical and artistic energies. However, an accurate perception of

her achievement is not ycl possible. I here are misaltrihutions. copies,

imitations, and possibly even some fakes among ihe two hundred

ihirtv items listed by Oram in his useful monograph. 1 - The locations

ol manv of these works are at present unknown; no published illus-

trations exist of manv ot ihem I ven more important, the precise

content of her works — the cataloguing of the various species of

(lowers, fruit, insects, reptiles, and plants that so passionately inter-

ested her — is hardly touched on in the literature.

After 1685. when she painted the Still Life with Flowers and Insects in

a Landscape, Ruysch no longer imitated Schnek but developed a new

type of still life from his work. He emphasized the landscape settings in

which he placed a few select specimens but she played down the

I.

Sterlir,

j

Grant. I95>

3.

Jaromir Sip. "Notifies bij bel Slilleven van Rachel Ruysch." Vederlandi kunsl-

historiich Jaiirb.iek. \i\. 1968. 157-70.

4.

Her onlv work traceable todav is a signed copv after .i work ol Abraham Mignon
in Karlsruhe (Staatliche Kunsthalle. no. 378; see Mitchell, tig 317). (hough other

siill lives are recorded in older sources.

5.

See Bergstrom. 220fl He has alreadv been mentioned as influencing Margaretha

de Heer and courting Maria van Oosterwyck unsuccessfully.

6.

Werner Timm. 'Bemerken zu einem Stilleben von Rachel Ruysch." Oud-Halland.
1962. 137-38. This work in Rostock was previously dated 1681 (Grant. 1956. no.

138).
-

J. Sip. Dutch Painting. London. 1961. no. 40 (color pl.i.

Sec the articles cited in noies 3 and 6 Tufts implies (ha! Ruysch invented wood
scenes wiih snakes allacking smaller animals ( 1974. 99) bul Schnek certainly was

(he originator of (his genre Two good examples of his work are illustrated by

Berni (nos 717 and 738).

9

Gram ( 1956. no. 8) illustrates a joint portrait signed by both artisis lasi recorded

in (he O Stein Collection in Paris in 1938.

10.

These siansiics are taken from Grant's catalog of 230 Kerns; see also note 12

below.

II.

Gram. 1956. nos. 197 and 198.

12.

Grant's catalog is uncritical, that is. simply a compilation of works attributed (o

Ruysch with no discussion of the evidence. It must therefore be used with caution.

Some signed works (e.g.. Grant no. I, Hanover, of 1689, and Dusseldorf (not in

Grant, museum inventory no. 248) are suspiciously flat and crude in handling.

Some signed works (e.g.. Grant, no. I, Hanover, of 1689. and Dusseldorf. not in

Rijksmuseum. no. 2086. now given to Walscapelle). The flower Piece in Raleigh
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background in order to locus on concentrated grouping of plant and

animal specimens that arc far more complex than his.
1

!

Some of Ruysch's paintings of this t>pe use a simpler composition,

although the results are nonetheless striking and original. \n example

in the Ht/w illiam Museum. Cambridge, features an arching cold

green thistle plant set against a stone niche, beneath which a lizard

crouches as various exotic insects tlv past. In another work in the same

collection, which max he quite earl) in date, she paints a stream w ith

its hanks, moss, pehhles. a lew plants, and insects, all wonderful!)

fresh and artless!) composed. 14
I he Rotterdam picture and its man)

later variations prove that she experimented with a variet) of the-

matic possibilities and did not progress simply from modest, small

canvases to large, complicated designs Her most sumptuous treat-

ments of this theme, howexer. were painted in the second decade of

the eighteenth century. Her masterpiece in this vein max he the Still

l.iti wait Fruit, Stag Beetle and Chaffinch Vest of 1717 in Karlsruhe

S ithche Kunsthalle). 13
It portrays a veritable harvest festival of

translucent grapes, velvet-skinned peaches, shmv plums. melon, a

pomegranate, and ripe tigs nestled into a dark corner of some f.t\v\

tale garden where thev are inspected by a hright hlue lizard, a glossy

Mack stag heetle. and other fauna It is a slightly less elaborate version

of her famous picture of l~lh m the PalaZZO Pitti I he final effect in

all these works of Ruvsch is alwavs somewhat surreal to the modern

eve hut thev are no less appealing for that

Kuvsch s flower paintings are often composed around sweeping S-hnes

of movement marked hv curved hranches and stems |)e Heem alrcadv

understood the importance of a lively compositional structure foi

(lower pictures. Ruvsch continued the tradition hut huilt more

elahorate. more sculptural masses of hlooms that surge w nh life

Indeed in the famous large (lower piece of I'M in the PalaZZO Pitti

she creates a veritable explosion of roses, tulips, sunflowers, carna-

tions, and honeysuckle. She nearlv alwavs includes some fruit —
diiskv plums, a spin pomegranate, a fuZZ) peach and always some

insects, especially beetles, butterflies, grasshoppers, and dragonflies

The perfection of the specimens, which are seldom Available in ideal

condition in the same season, reminds us that Ruysch's realism is

in fact an ideal representation "• She is in effect following the doctrine

that it was the artist's dutv to select from nature and to portra) per-

fectl) what nature could only render imperfect!) \hove all the Stud)

of her work testifies to her profound knowledge of contemporary

botan) and /oology Her works are an extraordinary synthesis o(

seventeenth-centurv scientific interest in the range and variet) of

species found in nature and the artistic traditions she used to displa)

them. The results are beautiful v isions of impossible natural perfection

39.

Flower Still Life, after 1700

Oil on Canvas

29% x 23% in. (75.6 x 60.6 cm.)

Signed lower right: Rachel Ruvsch

The Toledo Museum of Art

Gift of Fdward Drummond l.ihbev (56

I he light orange, peach pink, and golden \ellow color scheme of this

superb flowei picture contrasts with the darkei tones used b) kuvsch

for her \ iennese canvas (cat. no. 40) and may indicate a date for the

Toledo picture well into the eighteenth century, when the trend

toward lighter tones and more brilliant colon became apparent m hei

work and in that of he) great rival. Jan van Huvsum. Ruysch's strong

sense of compositional movement is again apparent in the Toledo

canvas The stalks of poppies in the upper right and the poppies and a

carnation along the lowei edge establish the main lines of the design

around which the sumptuously colored blooms surge like a cresting

wave ["here are two Shells on the marble ledge supporting (he vase

and a few insects amidst the blossoms but essential!) this is a painting

ot flowers chosen to create a special color effect \ companion picture

ot fruit, now lost, is recorded m a nineteenth-century sale, it depicted

peaches, black and green grapes, apricots, oranges, niai/e. currants,

and a lew flowers .is well as a bird's nest, a lizard, and insects. The

fruits named also suggest a color scheme emphasizing gold, orange,

and pink similar to that of this flowei piece Kuvsch did not paint

main pairs of Still-life pictures, presumably because onl) unusually

wealth) patrons COUld afford such an expensive commission demon-
strating her skill in two different specialties.

40.

Still I ill with Flowers mul Hums, 1 703

Oil on canvas

13x2644 m <S4 x 68 cm.)

Signed lowei light Rachel Ruvsch 1703

\ lenna. ( lemaldegalei le dei \kademie del hildendcn kunste i()<>4)

i See color plate, p 78)

One ot Ruysch's most beautiful (lower paintings, this is an excellent

example of hei compositional skills and especial!) ofherabilit) to

suggest movement, as it a gentle breeze were ruffling the whole
ai rangement. I ong sinuous curves cm be traced from the poppy.

ins. and glass at the summit to the hanging branch of golden plums

at the foot ol the vase I he sculptural mass ot grouped tloweis is

powerful!) realized, as is the sense ol growing hie I he color scheme
is a subdued haimonv ot pinks, rose, ocher. gold, cream, and orange-

set off against the dull greens and browns of the foliage and the dark

background Iheie are more sumptuous, more flamboyant Mower

pieces hv her. notably the goigeous example in the Kunsthisloi ischcs

Museum i no 572), and there are more modest compositions; hut

there are few that strike such a perfect balance of design, color, and

floral content.

Although any (lower piece can be read as a Van itas, since all (lowers

can stand for the brevity of human life, any butterfly could mean
resurrection, and any caterpillar could be man in his earthly existence, 1 '

Ruvsch did not seem to stress such interpretations in her flower

pieces as Oosterwyck did. She conveys rather her own passionate-

concern with the variety and beauty of nature, and hence of divine

creativity

iTufts. \v~-i. tm mc Lowenthal pointed oul to mc a venion with
slight variations ol W illem .gned hinder Piece of 1656 in kasscl

13.

For another similar Ruvsch. sec Oram. ls>56. no. 25 (pi 13). There arc about ten

more Ruwh works of this ivpe known.
14.

Gram. Is<56. no 1 14 'dated 16s"h and Ml <undated>

15.

Ibid., no. 106. For the Palazzo Pilti version mentioned below, see Grant, no. 35.

and Tufts. 14~4. rig. 54 There is an autograph copv ot the Karlsruhe picture in

Dresden (Gram. 72 dated 1" 1K> All three collections also own com-
panion pictures of flowers b> Ruvsch.

16.

Sterling. 4s

17.

Bergstrom. 2:
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Rosalba Camera
Italian. 1675-1757

Although several women paiitten oi the sixteenth and seventeenth

centuries had international reputations, none enjoyed .^ great a success

nor had as much influence on the art oi tar contemporaries as Rosalba

( .hi iLi.i She was one ol the originators ol the Rococo st\ le in

painting in I lance and Italv She popular i/ed pastel as a medium tor

serious portraiture. While she introduced ivory as a support lor

miniatures and revolutionized the genre with her loose. paintcrk

technique, her hnlliant pastel technique was even more influential

Ihese achievements have long heen recognized h\ scholars, hut with

the decline in populai its ol ROCOCO art. the aesthetic value ol her art

has heen questioned

I he eldest ol three daughters, she was Kirn on October 7, 1675. to a

modest Venetian clerk, tndreat arricra, and his wife, Mba Foresti, a

lace maket ' Hei earlj vears are not well documented, hut she proh-

ahlv began hv learning her mother's profession and then, .is the laCC

industrv declined, switched to decorating the ivorv lidsof snuffboxes

lor the tourist trade I oreign visitors who discovered her talents .ire

supposed to have encouraged her. tirst to trv painting tabaci hieri and

then to tr> her hand at pastels -' /anelti. writing in 1771. sa>s that she

was taught by G Lazzari, G Diamantini, and tntonio Balestn

More recent writers have suggested that she was influenced hv S

Bombelli and Frat ialgai to ' In fact, neither in technique nor in tvpes

and composition does she come obviousl) dose to an) other Vene-

tian contemporaries She was certain]) selling miniatures hv 1700;

her first recorded pastel portrait was made three vears later ' Hv 1704

the Inglish amateur ( hnstian ( ole had had his ponrait painted hv

her and had shown it to (nuseppe Ghezzi, the secretarv of the

tccademia di San I ua m Rome \ yeai later, alter she had sent the

\cademv a miniature of a girl holding a dove, she was made an

"accademico di merito." a title reserved tor amateur supporter

the \cadcmv and a tew special artists, geneiallv not Roman residents,

who were not made to pass the normal tests tor admission.' She had

alread) sent work to Paris ( ommissions soon followed liom the

Duke o\ Mecklenburg, the Elector Palatine, the King of Denmark.

The standard account is Malamani, Rosalba t trriera 1910 ol •*",.-
- . i r 1 1 c r

version with fuller documentatiori appeared in /. Galleru ' •
.
iv.

ISsH). 2"-14d rhc hesi account ol her sarccr in English is . in Patniin?

in XVlll-Cemun • <'"•< 1959, I341T. Rosalba Carriera is tin onl) book on a

woman ariisi included in the useful scru- I Maestri J. (.

*»

I' l Mariette. who knew her. sj\s iha! ,i French artist cal

living in Venice persuaded her to ir> painting snufTb pub-

lished in Archives de I'art fnmfais. u. 1851, 329). This artist identified by

c Jeanneret, 772 c. ole is usuall) credited with introducing K. •

3.

Zanetti. 444

4.

Gatto, 182-93 tor illustrations of works b> Diamantini. Balesira. Bombell

Kra Galgario, sec the exhibition catalog La pitrum di

Zampetti, Venice, 1959. The technical freedom and gay palette

probabh had more impact on her an than the work ofan] >tian con-

temporaries or predecessors She is taid to ha\e admired Correggio greatlv bur

could ha\c seen little of his work in the original until her visits 10 Pans and

Modern.
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and the future Elector of Saxon) For the reM of her life she had .1

constant stream of * isitors at her door and more requests for work

than she could fulfill.

In l~lr> Pierre I ro/at. a wealth) Parisian banket and art collector,

met Rosalba during his tour of Ital) and was great!) impressed b)

her work and bv her person I'hcy became good friends and it was his

urging and his offers of hospital it) that final I) com meed her to v isit

Paris m the spring of 1720 : Her visit was a triumph She was made a

member of the I rench \cademv in October And was feted and enter-

tained by the court and b> all the most influential members of

Parisian society. She met \ntoine Watteau and drew his portrait and

was introduced to man> other artists as well Her diar\ records a

(tail) procession of v isitors. sittings, and excursions to local sights

and art collections According to her biographers. Rosalba was not

gregarious by nature, and the constant social pressures of Paris even-

tuall) became a strain In the spring of I
"2

I she returned to \ enice.

which she left only rarelv for the rest of her life She visited Modena
in \~2"- 10 paint the daughters of Duke RituJdo (TEste and went to

\ icnna for si\ months m 1730 to work lor Emperor ( harles \ 1

Otherwise she lived quietl) in her house on the Grand ( anal with her

widowed mother iher father died in l~|s>i and her unmarried sister.

Giovantta, who assisted her b> taking care of most da\ -to-day

practical matters and also bv preparing the grounds, executing

draperies, and making copies of her sister s wort

Carriera was said to be an accomplished violinist as well as a literate

conversationalist, but the mam impression one has from reading her

diaries and letters is that of a modest woman total f) dedicated to

her work who allowed herself few distractions. I he death of her sister

Giovanna in 1738 caused a depression that kept her from working tot

several months. In I
~4

I her sister Angela was widowed and came to

live with Rosalba I he loss of her sight, of which she had the first

premonitions as earl) as l
"2

l but which became serious in 1746, and
which several operations m I

""49 failed to cure, was her greatest

personal tragedy Rosalba's blindness exacerbated her tendency to

suffer from periods of intense depression, and she is said to have

ended her life in a state ofcomplete mental collapse ' She died on

April 15, 1757

Although she is now best known for her pastel portraits and allegorical

paintings, she first made her name as a miniature painter who. in this

genre, according to Orlandi. "has surpassed all the other Professors of

our time."* It was as a miniaturist that she was honored by the Roman
Academy in 1705. and it was as a miniaturist that // Hercurio Gal-

ante announced her presence in Pans in 1720 Although she was fill-

ing commissions for pastel portraits b> 170V she told one patron

in 1706 that she was too bus> painting miniatures, to learn pastel tech-

nique properly .'" On the other hand, it has been said that she gave up

painting miniatures quite early in her career once she had established

her reputation in the faster, less painstaking medium of pastel." She

is nevertheless documented as making miniatures as late as 1736 and

seems to have produced works in both media for much of her career,

often repeating her pastels in miniatures. She was fastidious about her

matei ials. I riends in Rome and Paris searched out the best manu-
facturers of pastel chalks for her. even commissioning speciall)

blended lints fol her. particular!) of flesh colors One of M.niette's

last gifts to her shoitl) before she became permanently blind was a

box of new pastels from Paris. 11

I he most original aspects of Rosalba Camera's att were her choice

of new media fol portraits and miniatures and her dazzlingly fresh

technique. She was also a superb and subtle colons] and a shrewd

nidge ofcharactei who knew how to pose hei siiteis. even within her

deliberate!) restrictive formal ofa head-and shoulders composition
that usuallv omitted the hands, in wavs that suggested their personali-

ties while Hattering their sensibilities. In an age when it was far more
important fol a woman to be physical!) attractive than it is now.

Rosalba's abilnv to render all her female subjects chai ming » ithoul

reducing their features to bland stereotypes was much appreciated.

Hei male portraits ate hardl) less idealized than those of her female

sitters Patrons Of both sexes hoped to find in then purchases passages

of hei characteristic virtuoso chalkwork in winch lace is suggested bv

dragging the Mat edge Of white chalk across a finished underdraw ing

ot dai ket tones, a simil.u ti ick makes the powdered hail seem to tlo.u

sotiiv round the face No works shovA her powers of observation and

understanding ol human charactei bettei than her own self-portraits.

She was not an att

i

active woman, as her contemporaries noted with

characteristic disappointment on several occasions, but she docs not

Mattel herself, nor attempt to disguise m her later images hei weaken
ing left eve ' '

I he finest and most moving of these self-portraits is

that made for ( ottsul Smith shoitlv before she went blind, now in the

collection of Met Majest) the Queen at Windsor ( astle " She faces us

almost directI) but her gaze is withdrawn, hei lips firmly set. The
choice ot d.uk tin robes and the somber mood can be read, in retro-

spect, as signs of her approaching isolation from her profession anil

her unhappy last yens

She was always more appreciated bv foreign clients than by Venetian

patrons Her brother-in-law .( nan \ntonio Pellegrini, who married

\ngela in I
"04. helped to spread Rosalba's fame early in her career

during his v isits to I ngland, ( ierman) . anil I ranee. He was in Pans
when she arrived there, working on .1 ceiling fresco lot the Hanquc de

I ranee, and was later responsible for hei invitation to Vienna in

1730 Pierre ( ro/at was only one of her many enthusiast ic I rench

patrons \ nghsh Grand lour visitors were regular customers anil

Joseph Smith, who became their local consul in 1744. was a long-

time friend anil supporter. I he largest collection of her works was

that formed in Dresden by Augustus in. I lector ol Saxony and King of

Poland, who first met the artist in 1712. He amassed more than one

hundred fifty of her pastels and miniatures, and when he failed to lure

Rosalba to Dresden brought her best pupil, Felicita Sarton. there as

the wife of one of his courtiers. 1
''

This preponderance of foreign

Malamani. 15 and I" Her tirsi surviving dated pastel portrait isof 1710 (Gatto,

K

Malamani. 25-26.

7.

Malamani (10). who published the only accurate edition of her Pans diary •

points out that it is primarily a list of clients made lor business purposes and is

not a literary account ot her staj

8.

Zanetn --

9.

P. A Orlandi. Abecedariu pinorico .... Bologna. 1704 (edition cited: Venice.

1753, 448-49).

10.

Malamani. 31

11.

She charged 50 zecchini for a miniature but only 20 for a pastel portrait without

hands (30 with hands). For a discussion of her later miniatures, see Malamani. 105.

i:

Ibid . 96

13.

Tile empress reaction alter tirsi meeting Carriera in Vienna was. "Bertolo mio

[he introduced them] . questa tua pittrice sara valente ma e molla brulta" (Bertoli.

my dear, this painter of yours may be good but she is very ugly) (Malamani. 78).

For a caricature of Camera by A M Zanetti the Elder, see I Vivian. // Console
Smith mercante e collezionista, Venice. 1971. pi. iv.

U.

M. Levey. The Ixiier Italian Pictures in the Collection of H. M. the Queen. Lon-

don. 1964. no. 446. It was painted between 1744 and 1746. Her most elaborate

earlier self-portrait is the one now in the Lffizi. made for the Grand Duke Cosimo
m de Medici in 1715 (Tufts. 1974. fig. 57). Another late self-portrait is reproduced

by Cessi. pi. xvi.

15.

There are four miniatures by Sartori (ca. 1715-1760) in the Gemaldegalerie. Dres-

den (1967 catalog, nos. M21. M22. M26. and M31) and one in the Victoria and

Albert Museum, London (P30-1955). Her style is closely modeled on that of her

teacher.
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patrons in pan reflected the economic decline of Venice and the shift

from Italy to Germany. France, and England of the major political,

economic, and artistic power. It was also true, however, that her

informal small portraits were not suited to official V eneti I he

ceremonial traditions of that dying Republic required large full-

length formal oil portraiture, even if there were no artists of distinc-

tion to produce them ." In I ranee. ( arriera established a fashion for

pastel portraits that persisted into the nineteenth century I he tech-

nical innovations she initiated were taken up and perfected by Maui
Quentin de la Four, the greatest exponent of this medium in the eight-

eenth century, and hv several talented women. ,: Kosalha s "fancy

pieces." her pastels of young maidens w ith bosoms barely covered by

diaphanous veils who ostensibly represent subjects like \ir. Spring,

and Watchfulness, seem insipidlv sweet to modern taste It is easier for

us to appreciate the fact that she was one ol the finest portrait painters

in a century Of great portraiture as well .is a brilliant practitioner . >l

that underrated genre, the miniature
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f',.rlr„ll ..I /<,!• 1 1 I...til Walpolt

\\ atercoloi on ivorv

V',,. x :,,. in iX 4 x s 9cm I

London. Victoria and Mberi Museum (P 160-1910)

Since pastels are too fragile to be lent to a traveling exhibition.

( arriera can only be represented hv her miniatures \s ,i result, this

neglected facet Of her artistic achievement can be emphasi/ed. p.ir

ticularly the brilliant draftsmanship ol tier miniatures, which is

otherwise visible onlv on her best -preserved pastels I his particular

miniature is one of her finest representing a male sitter and is

exceptionally well preserved

I he decoration of snuffboxes m Venice was not serious art form but

cr.ifi catering to the tourist trade "
I he exterior of the box. generally

oval in shape anil most commonly made of ivorv. was usually orna-

mented with small pierced holes tilled with a darker color or. in fan-

cier models, with tiny metal pins I he inner surface of the lid was

painted with some mythological or genre subject, sometimes of erotic

content, which was then varnished to protect the design I hat ( arriera

should not have been content to produce these pedestrian trinkets but

instead developed from them a new form of miniature painting sa\s

much for both her native talent and ambition and for the perception

and support of those who first realized her potential

The reception of ( arriera's miniature ofa Young Girt Holding D
hv the Academy is wonh recounting in detail In a letter to the artist.

( ole reports that ( arlo Maratta held the miniature in his hand for

half an hour, finally saving that she had chosen a difficult subject —
painting white on white— and that not even Guido Rem could have

surpassed this work ''' Maratta was the most famous and most powerful

artist in Rome; his reaction must have helped to establish her reputa-

tion throughout Europe ( Ole also noted that a great Spanish vir-

tuoso sculptress was honored in the same ceremony as ( arriera. this

can onlv have been I uisa Roldar

16

t evey. Painting. I 'J

17.

Sec ihc discussion in ihc introduction ol Marie Suiinm- I in.

Madeleine Basseporte. and Teresa Concordia Mm^
IX.

Jcannerat illustrates some characteristic examples and publishes a miniati.'

Camera in ihc I ffizi, the Kick ol which has the same kind ol p :tion

as the snuffboxes. Colding i l25fT.) provides a good discussion ot her contribution

to the art of miniature painting

19.

Malamani, -5-;f>. and Colding, 125. Her admission to the • recorded in

the archives of the Acadenq . volume 46, f. 1 14, Ser

20.

Roldan is not named h\ Cole but ihe ' grjn^i virtu •

et ha inviato un bozzo bellissimo" must be her. She is not. how t

member b> Missirini.
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Ihis first documented work ofCamera's is a famtlv timed mono-
chrome ofcream and white relieved bv onl> a little blue in the skv. a

little green in the landscape, .1 little buff in the skirt, and the slightest

tinges of rose in some flesh areas. The hrushwork. which tolerates

enlargement to several limes the size ofthe original, is of astonishing

varietv and freedom compared w it h the normal technique then in

use.*' She uses flicks, smuggles, blotches, and dots as well as exquisite!)

careful sfumato shading to suggest textures, light, and space. Here,

long before Boucher and Y ragonard. is the essence of Rococo /"'""""

ditocco \s I onghi wrote in lsUo. "she knew how to express with

incomparable force the evanescent delicaC) of an epoch .'--'

The portrait of Robert. I ord W alpole. must have been painted about

tweitt) \ears later, although we do not know exactlv when the sitter.

who was the oldest sun of Sir Robert \\ alpole and the older brother of

Horace \\ alpole. visited Venice.*' I he work is recorded at Straw hern.

Hill in 1~S4. when it wasjustI) described as being painted 'with all

the force of oil "
It is an informal portrait, an approach best suited to

the intimacv of the genre I he sitter does not wear a wig and a hint of

a smile lingers m his expression Her v irtUOSO technique can be seen

throughout. The cloak is shaded with tmv dots but also with a few

long bold strokes of dark paint I he evebrows have been finished off

with a few bold blobs that contrast with the tine streaks and spots

shading the cheeks and the cravat I he result is one of her most

sparkling miniatures
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Woman at Htr Dressing Table, a 1730

Watercolor and gouache on an ivorv plaque

• H \ -; t in. (8.6 \ 10 S cm.)

The Cleveland Museum of \rt

Edward B Greene C ollcction i4d 1203)

l-ven more than the Young GiH Holding Dovt this miniature of

C arnera s exemplifies Rococo sensibihtv I he subject has a frivol it)

that calls to mind the extreme disparities of income in the eighteenth

centurx that allowed some women to surround themselves with silks,

flowers, and perfumes while the majorit) struggled 10 survive In

fact the image is an ideal fantasv no closer to the dailv life of a rich,

voting woman then than niinJcrn advertisements for expensive

cosmetics are to the lives of their users

In technical terms this work is a da/vling achievement, far more
sophisticated than her Young (lirl Holding <; Dort of 1705. It is

executed with a nicelv judged blend of delicacv and brio. Some areas

are smooth, others textured with strokes both broad and narrow.

others dotted and stippled She has also let patches of wet color drv

without blotting them, thus reinforcing their contours and empha-
sizing her casual virtuosity. The color scheme stresses a deep lapis

blue and a range of peach and apricot oranges combined w ith pale

and dark neutral tones. No one in \ enice could have taught her to

paint like that: her technique was ven. much her own personal

invention.

Alinan's photograph ("1 12a) enlarges ii to measure 9s 7 in., whereas the original

is about 3 ; bj - in For a discussion of earlier techniques on vellum, card, and
copper, see Jeannerat and Colding.
j l

R. Longhi. I'mitco per cinque secoh di pitiura veneziana, Florence. 1446. 36.

23

C M kauffman. keeper of the Department of Prints and Drawings at the Victoria

and Albert Xtuseum. kindly informed me that the following inscription appears on
the thin wooden backboard of the miniature "Robert lord Walpole / Eldest

Son to Sr Robert W alpole Earl of Oxford./ Drawn by Rosalba / at X'enice /

H .
w a piece of paper attached to the other side of the board reads: "Robert /

Lord Walpole / Eldest Son to / Sir Robert Walpole. Drawn by Rosalba / at /

Venice." The initials H v\ are those of Horace Walpole. to whom the miniature
belonged, for it appears in an inventors of 1784 of the contents of Strawberrs
Hill.
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Giulia Lama
Italian, ca. 168^ after 1753

43

I he life and cartel ot ( Jiulia I ama ad poorl) documented I he fust

evidence we have is an engraved portrait of I'ictro Grimani made
by Andrea /ucchi in 1719 from a drawing hv I ama. 1 which proves thai

she was a fullv trained and accomplished artist hv this time She

appears to he about forty vears old in her & /' Portrait ol I

I I lorenCC, I ffizi), which suggests a hirth date ot aboul I ''8* - Hei

lather was perhaps \gostmo I ama a little-known \ enetian painter

who died m 1714. aged seventv \ Venetian guidebook ot 1733

mentions three altar pieces hv ( nulla in \ enetian churches, two ot

which survive " < "" ifixion » uh Saints in San VkaJe and a

•nnu in Glory with Two Saints m Santa Maria Formosa (the

latter recently restored) On the basis of these foui works scholar!

have reconstructed her artistic personality . attributing to her some

twenty-six paintings previously assigned to artists like Jan I

I) Maggioito. I Bcncovich. the young G.B riepolo. and, above all.

(i H Piazzetta Ruggeri has also attributed to her about two hundred
drawings, nianv ol them in one private collection in Bergamo, which

include studies loi her altatpieces and some striking studies ol the

male nude all in loosclv handled Mack chalk We >-U< not know when
she died, onlv thai she was still .dive in I

-<
;

I his hare skeleton Of facts was recently fleshed out hv the discoverv ot

a letter written in March I
"28 hv \hhoi I uigi ( onti to Madame dc

( avlus ' He wrote I have just discovered a woman here who paints

heller than Rosalba [< arneral when it comes to large compositions

I was much taken hv one ol her works m miniature, hul she is pres-

enilv engaged on a large work I he subject ot the picture is the rape ol

I uropa. hut the hull is still in a wood tar from the sea. the com-

panions ot i uropa crowd round the hull on which the laughing

I uropa is mounting I his group ot figures is lull of poetry because

this woman excels as much in that art as in painting, and I find in her

poems all the v irtues of Petrarch; her name is (nulla I ama. In her

youth she studied mathematics under the celebrated Father Mafl

The poor woman is persecuted hv |other] painters, hul her virtue

triumphs over her enemies. It is true that she is .is ugl) as she is

Pallucchini. 1933. 400 Pfcllucdlin I

- ^ruduallv

rescued Giulia Lama from total oblivion and p contri-

bution acknowledged b) I Ruggeri in his useful short mi the artist

i Dipinli r distgni .// Giulia Lama H<. rgamo. 1973) to which this entry is much
indebted
i

Perhaps misled b> her plain features. SCtM *ould

expect her to hi younger than Pia/vcttj itv>rn if»K>> conn (see nexi

her •rille in 1728, a word hurdh applicable 10 a woman in her ea

3.

Pallucchini. 1970, 161 (reprinted ni Ruggeri. 9. note 7) Ou translation from the

French lest is mine.

165



w it
t > . hut she speaks « ith grace and polish, so thai one easil) pardons

her face She works in lace ami has though! much about the machine

that Clelia Borromea has thought up for making lace mechanical!)

as one makes stockings and materials. I believe that this machine is

not impossible to realize, and ihc one who invents il will earn a lot of

money, and will halve the time now needed bv women lace makers

Suggest this idea to your son; perhaps he saw 1 ama when he was

in Venice. She lives, however, a \cr\ retired lite
"

The letter is important not onl> because it nils in somewhat the back-

ground and character of 1 ama and indicates that she was mathe-

matical!) gifted, a good pivt. a lace maker, and inventor as well as ,i

painter It also contains the first evidence known to me of outright

opposition on the part of male artists to the career of a woman. Since

there is no evidence that ( arnera was similarly persecuted, the

explanation cannot be simplv that 1 ama was a woman practicing a

profession traditional!) male ( arriera's immunnv ma) be explained

bv her creation of a new market of her own for miniatures on ivor)

and pastel portraits, so that she did not compete with the male artists

making a living b> painting altarpieces and palace decorations

C arriera's huge success, however she was famous throughout

Europe bv l~2<> may have suggested to male Venetian artists the

disturbing prospect of women becoming similar!) successful in the

prestigious field of public and private figure paintings, just as C nulla

I ama was emerging from Piazzetta s studio in the l~2<>s It appears

thev were not prepared to tolerate such competition Ihe frankk

negative response to I ama's lack of physical charm should also be

noted, for this reaction will recur in the biographies of several other

eighteenth-centurv women artists

The names of the artists with whom I ama has been contused will

give an idea of her style and her level of achievement She chose to

base her art on the most eccentric and in some wavs the most original

of \ enetian eighteenth-centurv painters. Giovanni Hattista Piazzetta

i 1683-1754), instead of taking the easv path to success offered b> the

lighter, prettier ROCOCO manner practiced b> artists like \migoni.

Pittoni, Sehastiano Ricci. and I icpolo Piazzetta s work is character-

ized bv striking chiaroscuro contrasts, bv earthy, even ugh figure

tvpes. and bv novel dramatic interpretations of familiar subnets He
had formed this manner not in \ emce but in Bologna, where from

about 1703 to l~ll he studied the earlv manner of Cuiercino and the

work ofG M ( respi. "whose duskv. glow mg amalgams of sohet

monumentahtv andwrv genre are necessaf) predecessors to Piazzetta's

later accomplishments.'"' I una'] presence in his studio is not

recorded, although their friendship is documented b\ a beautiful

portrah of her bv Piazzetta.1 She presumabl) came into contact with

him in the earlv 1720s (scholars see none of his influence in the \~W
portrait engrav mg of Pietro C inmani I and w as clear!) hav mg some

public success bv I "

she understood the principles of his work and how successfull) she

could work in the same idiom" In Piazzetta's picture all we see of

Holofemes are his massive shoulders in (he left corner which are

angled toward the figure of Judith, who looks heavenwards for

Strength and inspiration as she draws her sword. I ama also places

the giant on the left and the heroine on the i ight but she Stretches out

the bodv of Holofemes lull length BCPOSS the canvas and shows Judith

absorbed m prayer, thus stressing the vulnerability of the v ictim and

the v utue of the heroine, though at the expense of the dramatic tension

created bv Piazzetta. It is nevertheless a powerful essav in his manner.

Hei Crucifixion in San Vitale (b) 1733) and hei Female Saint in

Glory (Malamocco, Parish Church, aftei 1733?) are impressive

large-scale orchestrations of the slutting patches of light and shade

tvpical of Piazzetta and his school She is uneven, as her draw ings

reveal \ei\ clearly, but she was an ambitious ami gifted pamtci of

dramatic narrative and one of the few women active before the nine-

teenth centurv whose figure paintings deserve set ious stud)

43

I in Vfartyrdon <>\i<i

Oil on canvas

23' 4 x 15* m. (59 x 40 cm.)

Venice, ( a' Ke//omco. Museodel Settecento

I his work, like so marn b\ I ama. was called Piazzetta w hen it entered

the collection ol the (a' Kezzonico in l^r>2. although doei mg had

suggested an attribution to Lama in 1935 Pallucchini and Ruggeri

both gave it to I ama. the latter noting in addition that a drawing in

the Metropolitan Museum. New York, also previousl) called

Piazzetta. is certain!) connected w ith this painting It is a small work

and mav be a sketch for a larger commission so far unidentified.

The Martyrdom oj St. Eurosia has all of I ama's characteristics — a

dramatic compositional structure and figure tvpes that recall Pia/zetta

but with more stress on the homeliness ol the physiognomies and on

the anatomical distortions produced bv the shifting chiaroscuro. The
presentation of the storv is as hrulallv frank as Judith Beheading

Holofemes by Gentileschi. Ihe severed bod> pours blood towards us,

the splayed hand in the foreground Mill seems alive, the head is held

aloft bv the triumphant executioner who watches our reaction"

Piazzetta himself had trouble making a living as a painter because his

works did not appeal to the prevailing taste for light tones, pastel

shades, and lighthearted subjects How much more true this must

have been of I ama. whose work seems to emphasize those very

qualities in Pia/zctta's work that explain his lack of popular acclaim.

Comparison of Pia/yetta's and I ama's interpretation of the same

theme. Judith preparing to decapitate Holofemes. reveals how well

Barry Hanncgan in Painting in Italy in thi Eighteenth Century Rococo '"

Romanticism. C •

5

Th>Nsen-Borncmisza Collection. Lugano i Pallucchini. IV56. pi. 13).

6.

Pia/yetta's picture is in a private collection in Milan (Pallucchini. Is*5h. tigs 72

so no '2 in [he catalog cued in note 4). For Lama's picture, see Ruggeri.

fig. 6. Its present location is not known

J. Bean and F. Stampfle. Drawings from New York Collections III: The
Eighteenth Century in Italy . Sew York. 1971. no. 37. It is attributed to Piazzetta

in the so-called "Reliable Venetian Hand.'' which is indeed unusually reliable for

both major and minor artists. The chalk stroke used is a little longer and thinner

than is usual in Lama's drawings, and the chiaroscuro is hardly noted, which is

not typical of her. It is possible that Piazzetta made a drawing which Lama used.

On the other hand, the technique of the Metropolitan drawing is not especially

close to most of Piazzetta's drawings either.

The cult of St Furosia (not F.urasia. the spelling given by Ruggeri) began in

Jaca, Spain, in the eighth century, according to Butler's Lives of tin- Saints

(June 25), and spread to I.ombardy. She was a nohle virgin from Bayonnc who
w.is s!.nn h> Saracens when she refused to marry a Moorish chieftain. She is

invoked against bad weather.
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Marie Anne Loir

Prench.ca. 1715-after 1769

Although icn dated portraits of wealthy sitters b> Mai ie \nne l oil

arc known, her own life and personal circumstances remain some-

what mysterious. She belonged to an artistic family that had heen

active in Paris as silversmiths since the seventeenth centur> Hei

father was not an artist, though he worked lor the king, hut net

brother was Alexis loir ill I 17 12- I7NM. a pastelist anil sculptor .

'

Since she received payments tor portraits of the Due de Bourbon in

1737 and 1738. she must have finished her training by then and was

probably at least twenty .'- She was a pupil ofJean I rancois de I roy's

(1679-1752). who settled in Rome in 17 sK as the dirccTot ol the I rciieh

Academy/ 1 and it is possible that she went to Rome at this time too

Her brother Alexis was there by 1719.' and a portrait by Marie Anne

of that year has an identifying inscription on the b.ick in Italian In

any event she is no! recorded in Paris between I7*K and 1746. when
Alexis returned there to marry and to join the \cademy ' she was no)

made a member but was elected to the Academy of Marseilles in

1762. T There are portraits by her dated oi datable 174^-44 (see cat

no. 44). 1751. 1754. 1756. 1760. 1763. and 1769. She was working for

patrons from Pan in the 1760s; another portrait of hers is recorded in

Toulouse m 1779. K
["hat essentially is all we know about her. [lie dry

tacts laid out here cannot be enlivened with gossip from contemporary

diaries or u ith anecdotes from an early biography I ven her date ol

death is unknow n.

She seems to have worked exclusively as a portraitist toi wealthy and

mostly aristocratic patrons. Her work is similar to thai of de I roy,

who did not often paint portraits, and of Jean Marc Nattier i 1685-

1766) and Louis Tocquc ( 1696-1772). who usually did: among their

works are probably overlooked, unsigned canvases of hers ." She

mastered the contemporary idiom for portraits of fashionable sitters

but tempered the prevailing flattery and emphasis on details ofdress

the gorgeous velvets and silks, the fragile lace trimmings w ith a

franker realism than was usual in Paris. She also did not indulge her

female patrons with the mythological disguises that now make some oi

Nattier's ladies look faintly ridiculous. Her few surviving works

are ol good quality Nevertheless n seems clear that by |74() th L- mere
tact ol being a talented woman portraitist no longer attracted special

attention in Paris, and what she offered the public was not sufficiently

different from the work ol her contemporaries lor her to achieve a

distinct reputation I he fact that several ol her last recorded works

were made lor patrons in Pan suggests that she was having trouble

finding commissions in Paris "' Perhaps she even moved to the south

o| I lance I here must be more information about her in archives

in Paris. Pan. and perhaps Marseilles She is a good example ol a

woman artist ripe lor research and certainly deserves the publicity of

a serious article illustrating all her know n works, including those

know n from engrav ings
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ait of Gahrielle-Einilit /< Tunnelii « Marquist Pit

( hatelet, l""4s.4s>

( )il on canvas

?l':in iliH v 80cm I

Bordeaux, Musec vies Beaux- \rts 1 1 5i

I he Marquise l)u ( hatelet was famous tor her erudition and tor her

tr icndship w ith Voltaire, w ith whom she lived almost continuously

from 1734 until her death in l~4s) She had displayed exceptional

gitts lor science, music, and languages as a child, but after her mar-

nage at eighteen in l~2< to 1 lorent ( laude. Marquis l)u ( hatelet. a

military man whose intelligence was no match for hers, she estab-

lished herselt in Parisian society, had three children and a couple ol

affairs. She met Voltaire, twelve years her senior, in 1733. Their

relationship brought her back to the intellectual interests of her youth.

\S hen the pubhcat ion of \ oltaire's / < ttres philosophiques ml"
led to a warrant for his arrest, he retreated to I orraine. where she

joined him alter pleading his cause in Pans F hev restored his

chateau at ( irey and made it a gathering place tor important literary

and scientific figures She produced three major publications the

Institutions Je physique oi 1740, which helped to make the ideas i4

I eibnit/ know n in 1 ranee, the Dist < >urs fur la nature ft la pmpa-

1.

The confusion over her family origins can he cleared up by using two reccntl)

published collections of documents. The inventory made alter the death oi

Charles Gerin, a curate, on Starch 7. 1746. was prepared h> his nephews and
nieces, among them "Guillaume Loir, marchand orfevre . Alexis Loir,

peintre . . .. Marie-Anne et Louise Loir. Riles majeures, demeurant rue Neuve-
des-Petits-Champs . . . et Jerome loir, orfevre a Pau." A second document
makes it clear that the first four named are brothers and sisters (M. Rambaud.
Documents du Mimiiier Central concernant I'histoire de I'art, 1700-1750, Paris.

1964. 192-93). The marriage certificate of Alexis Loir, dated June 3. 1746.

describes him as "peintre du Roi et son Academie rovale de peinture et sculp-

ture . . .. tils de Nicolas Loir, ancien officier du Roi et de Marie-Anne Gerin"
(D. Wildenstein. Documents inediis sur les artistes francais du XVllle Steele.

Paris. 1966, 98).

2.

The payments were published by G Macon. Les .irn dans la maison de Condi,
Paris. 1903. 72-73.

3.

De Troy mentions her in a letter of 1747 as a pupil with whom he was still in

touch (F. Aubert. "Joseph-Marie Vien." Gazette des beaux-arts, 1867. 283). A

letter ot Natoire to Duchesne, written from Rome on M
clear that Loir and de Troy were also g,v>d friends Personnc nauroit put

s'acquitler mieux que hui* annoncer la triste nouvelle de la moi

a Mile Loir (No one could have handled belter than yourself the takl

announcing to Mile I oir the sad news of the death of Monsieur de rroj >. he

wrote, de Troy left a watch and a gold snuffbox 10 her in his will (At

I'art francais. in. 1852-53, pan II, 2

4.

P L. Gheizi made a draw ing of Alexis in Rome on Septer

in Thieme-Becker
5.

G. Guillot. Catalogue du \tusee de Satnt-Lo. Saint-Lo. 1905. 1 1-12. The inscription

reads: "Ritratto del sign. Conte di Matignon fratello del signore principe di

Monaco, e sonatore di piva. d'Eta 1". Dipinto dalla siga. Loire. 1739." The

sitter's full name was Marie Charles Auguste Grimaldi (1722-1749). I have been

unable to learn whether he was then in Rome.
6.

See note I.
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.t 1744; and a translation of Newton's Prineipki \4athe-

matica, which appeared after her death Her end was a tragic mis-

fortune Mways a woman of passionate temperament, she fell in love

w ith a voung officer at the court o( Stanislas of I orrame in I unev ille.

where she anil \ oltaire were guests m 1~4S. and became pregnant

The hah> was delivered safel) earl) in September 1749, but she died

few days later from puerperal fever. 11

In 1745 the marquise and Voltaire were in Paris, where the contro-

versial writer was for once in official fas or. thanks to the support of

Madame de Pompadour. He was given minor court appointments

and was elected to the \cademv \t the same time Nattier painted a

portrait of the marquise, which was exhibited in the Salon of l~4s

hut is now known onl) from engravings. 1 oir's portrait is laid to be

based on that of Nattier.'-' and does follow his composition in some

respects, but it is b> no means a precise cop\ I he similarities suggest.

however, that 1 oir might not have painted the marquise from life

but instead might have made a version of Nattier's portrait for one of

the sitter's Parisian admirers

The iconograph) Of the painting makes obv ious reference to the

scientific and mathematical interests of the marquise as well as to her

private life. She holds a pair of dividers; behind her to the right cm
be seen a celestial globe, a set-square, and paper w ith calculations \

wall of books provides a backdrop She holds a carnation. s\mhol of

true love \ visitor to the chateau at ( irev in l~44 reported that she

and \ oltaire were extreme!) happv. "I un fait des vers de son cote

et lautre les tnang ;

.

1 oir respects the idealizing conventions of Nattier's original to some

degree but her treatment throughout is far more straightforward and

realistic than is usuall) true of his idyllicaU) prettv productions Hei

draper, is more simplv arranged and treated \hovc all. the painting

of the marquise's face is frank, direct, and personal Her signs of

middle age are not disguised. Her splendid dark eves dominate every-

thing and suggest both her passionate temperament and her

intelligence.

R Mesuret, Les exposition! ie Rosale de [oulous,- de 1751 a l~'il

.

Toulouse. 1"":. no 5680.

8.

A Portrait ofa Woman inscribed on the back, \gcc dc 49 ans el pcini par

Mile. Loir, en avnl 1751." was sold b) Parkc-Bcrnet. New York. Ot! November I"*.

1455. lot 4,4 For the «.orkv iee Thieme-Becker, w. For
ihe portrait of 1763. see B Losskv. Inveniaire des collections publiaues francaises.
Tours. Peintures du XVItHeme uecte. Paris. 1962. no. 71. The subject. Antoine
Duplaa. is shown at the age of nine, according to an inscription on the frame. As
transcribed b> Lossk>. il says that Duplaa was born in Pau. December 4. 1763.

and was painted on September I, 1763: the tirst year should presumably read

1753 The portrait of President Bayard of I T<SS> is in the Musee des Beaux-Arts at

Pau irepr in Castres. 1973, no 22). For the portrait in Toulouse exhibited in the

Salon of 1779. see Mesuret (note 7). It belonged to "M. de Voisins, Associe

ordinaire."'

9.

A. Dona > /jjhh Tocque, Paris. 1424. 121, 124. and 148) attributes or associates

with Loir three portraits then given to Tocque. All were then on the art market:
none are illustrated, making it difficult to pursue Doria's suggestions.

10

Jerome Loir. Marie Anne s brother or cousin, was working in Pau in 1746 (see

noit 1 1, his contacts presumably explain the port rail commissions given lo

Marie Anne and Alexis by ihe Duplaa family (see I ossky. cited in note 8)

II.

Dictionnaire de hiographie francaise, xi. 1967. 1191f.

12.

P. de Nolhac. Saltier, peintre de la cour de ljuuis XV. Paris. 1910, 228. Nolhac

describes Nattier's painting as an oval. The marquise was wearing a fur-edged

dress: books and a sphere appeared in the background. He cites an engraving of

1882 by Haid. Basil S. Long (Catalogue of the Jones Collection. Ill, Paintings and

Miniatures. Victoria and Albert Museum. London. 1923. 123. no. 710. a minia-

ture copy of Loir's painting) mentions an engraving after Nattier's painting of

1786 by Langlois. which I have not been able to (race. Haid's print, a homely

thing, shows the marquise in a pose and costume close lo that of Loir's marquise

but with many differences in detail: however the print is so crude that it cannot

be trusted as a reliable record of Nattier's original.
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Anna Dorothea Lisiewska-Therbusch

German, 1721-1782

Anna Dorothea I isiewska was horn in Berlin on Jul> 23, 1721. into a

Polish family of artists who had settled there.' Diderot sa>s that she

was self-taught hut she had lessons from her father ami maybe also

from Antoine Mesne ( 1683-1757), who had settled in Berlin alter train-

ing in France and Italy. ( ertamly the rough. meat> impasto and loose

hrushwork that characterize his work made a strong impression on

her mature style. Her earliest paintings, however, show her to have

been impressed hy the I rench Rococo court stvlc ol NVatteau and his

followers. ///< Swing and A Came oj Shuttlecock (Potsdam, Neues

Calais), a pair of canvases, one of them dated 1741. depict elegantly

dressed ladies and gentlemen playing in formal gardens with fountains

and avenues of trimmed ho\ hedges- I he debt to the fitei galanles ol

Watteau. Pater, and I ancret is immediately obvious When I isiewska

married an innkeeper and occasional p.unlet called I mat I heibusch

in 1745. she seems to have given up painting on commission tor about

fifteen years while she raised her family She Cannot have given up

painting entirely, however, because she resumed her public career in

1761 with a style that was more vigorous and more sol id I v grounded

in good drawing and composition than her first efforts She was

invited to the court of Duke Karl I ugen in Stuttgart in 1761, where she

made mythological paintings and portraits. !wo years later she went

to Mannheim to work for the I lector Karl I hcodor. returning to

Berlin in 1764.

Her successes with the two German princes, as well as with I redcrick

the Great, whose portrait she had already painted, inspired her to seek

her fortune in more prestigious circles. In 1765 she moved to Paris,

probably hoping that as that rare phenomenon, the gifted woman
painter, she might receive the kind of welcome accorded Kos.dba

Camera in 1720. She was not so successful. As Diderot later com-

mented, '"it was not talent that she lacked in order to create a big sen-

sation in this country. ... it was youth, it was beauty, it was modesty,

it was coquetry; one must be ecstatic over the merits of our great male

artists, take lessons from them, have good breasts and good buttocks,

and surrender oneself to one's teachers. :1
I isiewska- 1 herbusch was

already in her forties and was not a beautiful woman, nor did she

have the polish and charm ol someone destined for success in court

society. On the contrary, she seems in have been somewhat blunt in

her manner She w.is elected to membership in the \eademv. how-

ever, despite the rule (hen officially prohibiting women members, and

she sent several works to the Salon ot I 767, including her mart tun </<

••iinn. Ihi Drinker (Paris, Ecoledes Beaux-Arts) 111 is genre

figure >>t .i man seen h\ candlelight was quite well received "Excel-

lent."' commented one newspaper critic. a livelv effect, good chia-

roscuro, laid another ' Diderot w.is less enthusiast ic "It is emptv and

drv . hard and red. ' he wrote, and went on to eritiei/c her failure to

realize the true effects ol candlelight w ith its subtle hall-tones, though

he finished bv saving tfiai "it is not nevertheless without merit lor a

woman, and three-quarters of the artists in the \c.idemv could not

have done this much '"•

I he \cademv refused to hang an ambitious mvthologit.il painting bv

her depicting Jupiter and Anliopt I he official reason given was that

it was indecent, but (here were also misgivings .ibout its quality

Diderot visited her after the decision w.is taken and found her in a

rage He tried to c.ilm her and to give her M>me helpful criticism, but

the work w.is not to his taste either He preferred his gods and nv mphs

more idealized and thought that her models were plebeian "If I was

Jupiter. I would have regretted going to the trouble o\ metamorphos-

ing myself." he declared '' He admired her ambition, her willingness

to listen to criticism, and her determination and went to Mime lengths

to help her career, finding her patrons and giv ing her adv ice about

Parisian art politics. He Knight a ( /<
. ipatra from her. which he said

he worshipped everv morning and described .i- v raiment fort belle."

He also had his ponr.ut painted bv her It was a bust-length work with

the shoulders bare He could see that the artist was having trouble

with the neck and nether regions, since he was posing fully dressed,

so. "to Milve this inconvenience. I went behind a curtain and undressed

myself and appeared before her as an academy model I would not

have dared to suggest it to vou." she said, but vou have done well, and

l.

i Reidemeistef provides ,i solid entry on her in Thieme-Becker (win. 243ff.)

based on his unpublished Berlin dissertation of 1^24 The exhibition calaloc

Dorothea Therbusch 1721-1782 bj Gerd Bartoscrtek. contains a useful biographi-

cal cssa> ,md a catalog «nh more lhan thirty illustrations, mam n East

German collections

Bartoschek. nos I and - !• ;so illustrated b\ H Wenzel in -Jean-

Honore Hragonard s 'Sc/hauckel.' " " ullr^'RuhurK-Jahrbuch

tig 144

;.

Diderot, in. 250

4.

Ibid

5.

Ibid.. 249.

6.

ibid . :?i
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I thank you." I was nude, but completely nude, she painted me and we
chatted with a simplicitv and innocence worth) of earlier times

"

:

I isiewska-Therbusch's lack of success with French patrons seems to

he explained bv two (actors Her work was too bluntlv realistic tor

local tastes, and she herself was not an attractive woman, either

physically or pcrsonallv According to Diderot once more, for he was

not an unsympathetic witness and genuinelv admired her good quali-

ties, she had an excessively high opinion of herself. She ev idcntlv

lacked the ahilnv to flatter and to insinuate herself tactfully into high

society. But even Diderot finally lost patience with her and denounced

her as "the unworthv Prussian." for she blamed him for her failure to

cam entrv into the court of I ouh \\ and left him to deal w nh her

numerous creditors when she departed in a hurrv in l"hS for Biusscls

and Holland.- Bv 1771 she was back in Berlin, where she remained

for the rest of her life, working mainlv as a portraitist, although she

did also on occasion paint genre scenes and mythologies '

I isiewska-Iherbusch is | difficult artist to learn more about at present

\lan> of her finest works are in East I uropean Collections and most

of the not verv extensive literature on her is m German and in rela-

tively inaccessible publications she ard her sister. Rosina I isiewska

deGasc (1713-1783), Certainly deserve to be more w idel> known."
Anna IXirothea can be an uneven artist but she has left us a number

of powerful portraits and a few impressive genre pictures \mong the

latter is -in Ev* ning Heal by ( amtlelight (Moscow, Puschkm-

Museum). which shows a voting couple dining together watched bv a

voting soldier. I Itimatelv inspired bv Dutch "merrv -companv pic-

tures of carousing soldiers and bv I arav agges^ue candlelight scenes

of the earlv seventeenth ccnturx. the human drama presented bv

I isiewska- Jherbusch is intimate and affectionate without being at

all sentimental The treatment of the light as it falls on the three fig-

ures and the various objects on the table is also wonderfullv realized "

Her portraits rarelv seem to flatter the sitters Indeed, in SOUK cases

thev are as disturhinglv frank as Goya's - \ good example of her

talents is the /' ferfor (Berlin, Staatliche Museen) of

1771. She presents the sitter as a plump, bewigged. elderlv gentleman

wearing a velvet dressing gown and smiling happilv amidst some of

his pn/ed possessions One is curious lo know whether the man fitted

his self-image as a good-humored devotee ofgood food, beautiful

women, and the tine arts ' I Her S< If-Portrail of around I "Kit in the

same collection is impressive for being a frankly realistic portrait of a

plain woman in her late fifties M The artist arouses our interest

because she did not fit into the acceptable Stereotype of the well-edu-

cated, well-spoken ladv artist of beauty and charm, and thus her

career was not so eas) as those of Sofonisha Anguissola and \ igee-

I.ebrun. for example. 1 isiewska- 1 herhusch's greatest handicap, how-

ever, would appear to have been the lack of a solid academic training

to prepare her for the career her admirably ambitious character

made her attempt.

Js

Portrait ofJacob Philipp Hackeri f1737-1805), 1768

Oil on canvas

31VS x 24* in. (80 x tv< cm.)

Inscribed on the back: anni dorothei rHERBucHM lisiewska pinx
V l-\R|s |~(>S

\ lenna. Oemaldegalene del \kademic del bildenden kunste (113)
i See color plate, p. 79)

I isiewska- 1 herbusch was not only a memhet ofthc \cademie Kovale
in Pans, she was also elected to membership in the Bologna \c.ulcim

and. with this superb portrait of the painter I'hilipp Hackeit. was
granted membership in the \ iemut \cadem> in 1776 as well. It was
painted in l~6S. when she and the sittet were both in I'aris. where
thev presumably sought each other out as fellow Berhners. Hackeit

was a landscape painter who went to Rome shortly after this portrait

was painted and eventualh settled in Italy.

Hackeit wears a lovely sk) blue jacket and tests Ins arms on the Curved

backofachaii upholstered with yellow satin ["he flesh tones are
warm, the rest of the color scheme is neutral His pose is wonderfully

relaxed, as if he had stopped draw ing to lest and chat for a moment
anil had turned to look across the room w h lie continuing the discourse.

I tie attractive color scheme and slightly idealized facial expression

suggest an attempt bv the artist to make hei work more appealing lo

Parisian taste I he competition there certainly put her on her mettle

Her characteristic paint surface with its rough impasto and dabs and

strokes of thick paint can be seen especially in the painting of the

jacket She uses a finer touch foi the features and flat paint for the

background, i contrast that helps to give the figure definition and

presence

Ibid.. 252 The portrar wn onl> from an engraving, bul there is

another small one of him b> her in Berlin iDahlem Museum, no

8.

Ibid

-.hek. nos.

10.

See Thieme-Becker. s v. tor the basic biographical leads and a list of works
II.

Bartoschek. no. 7
. There it is erroneouslv suggested that this candlelight picture

the one she submitted to the Pur^ Academy.
12.

Ibid., no. 10.

13.

Ibid., no. 1 1 The sitter might be Johann Julius von X'ieth und Golssenau (1713-

784 - of Ceremonies at the court of Saxony and a friend of Daniel

Chodowiecki.

14.

Ibid., no. 25
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Framboise Duparc

I rcnch. 1726-1778

as

47

/ "id

When I rancoise Duparc died m Marseilles m l
7 7«. there wtrt t

one paintings in her studio I oda) onlv lour works certainly hv her

hand are known I heir impressively high quality has been noted b>

several writers m this century and selections from this small group

have been included m three recent exhibitions, hut her painting has

not >et struck the chord ol popular response that generates the detec-

tive work necessary to reCOVei the achievements ofan almost torgotten

artist from obscuril

She was born in Murcic. Spain, on October I $, 1726.' Her lather.

\ntoinc Duparc. was a sculptor who had moved there trom Mar-

seilles in I
"20 and married a local citi/en. Gabriel le Negrela I he

family returned to Marseilles m 1730 I rancoise's life is poorly docu-

mented, anil we can onlv assume that she received the first elements

Of an artistic education in her lather's studio She is said to have stud-

ied w ith Jean BaptistC van I OO i l'<*4 1745), a painter who settled

nearby m \ix-en-Provence in 1731 after studying and working in

Italv and Paris, and who was in Marseilles twice, from 1735 to

and again foi B longer visit trom I
"42 to 1745 Vs Billioud suggests,

it w as probably during the second oi these v isits that Francoisc

wot ked in van I ihi s studio and. according to one source, copied a

port tail ol his so well that he confused her version w it h the original '

She is said 10 have then moved to Paris with a sister, also a gifted art-

ist.' who died a tew vears later Mter that I rancoise is supposed to

have moved to I ondon Some confirmation ol this latter v isit is

ptov ided hv records ol a "Mrs Dupart" who exhibited three ligure

paintings in I ondon in 1763, and of a certain "Duparc." who showed

three portraits in I766.1 She was hack in Marseilles hv 1 771 and was

made a member of the local artists academy m 1776 she made her

will in April I "K. w hen she w as "detcnue dans sa maison par infir-

mite corporelle.' and she died almost seven months later, on October

I 1. at the age of fifty -two

None of the lour paintings that she bequeathed to the town hall of

Marseilles and that are now in the local Musee des Beaux-Arts is

I.

The onlv serious research on Duparc is ihat ol J Billioud. bui St vuquier.

Three ofhei lour works m Marseilles were included in the exhibition I

en Provence de Puget a Cezanm Muse* Cantini. Marseilles, l"*l. nos 12-14: one

wasinCastres.l973.no * rh. Old Woman was in Toted.

noie •* below
i

Her birth certificate was traced and published b> Billioud the older

literature she is said to have been born in 1705 in Mi -

-.

C. F. Achard. L, >j hommes Musires ,/< /a Pr - Hillioud.

1 74ff

4.

Billioud (175) identities the S - nhe-Antonia. born in Murcic in 1"

suggests that the move took place alter their parents' deaths in 175

5.

A Graves. A Dictionary oj < Who H.n, Exhibited

London. 1901,3rd ed -
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signed or dated. Had she not made the bequest, there would he no wa)

to reconstruct her artistic personal it) . These tour documented works

.ill depict a single, half-length figure — an old man cam ing a sack

i'"l "honime a la hesace ">. a woman knitting ("I a tricoteiise"). a young
woman selling herb tea ("1 a marchande de tisane"), and an old

woman seated w ith her arms crossed i"hemme assise, les bras

croiseV).' The) place Duparc » uh a small group of French eighteenth-

centur) painters who. often inspired directl) h> Dutch genre paint-

ings o\ the prev ious centUT) . chose as their subject matter the dail)

lives of working-class women and men rather than those of (he gilded

aristocracy. Chardin t l<->°-s>-i"^> is the most famous of these; Greuze
i 1725-1805) and I epicie

I 1735-1784) are her contemporaries. Of

J B van I oo's manner — typical earl> eighteenth-century mixture

of late Roman Baroque rhetoric and Parisian ROCOCO panache —
her work shows no trace I he heav il> impasted surfaces of her paint-

ings, the direct and unaffected naturalism of her portrayals, and the

profound respect for humanit> that her work conveys find a parallel

onl> in the genre paintings of Chardin Even if the four works in

Marseilles were painted after she reached Pans and saw his work, we

must presume that she had a basic sympathy for such themes that

inspired her choice o\ such an unusual and unpopular speciait) It is

important to note loo that, unlike C hardin, she concentrated entirely

on the human figure to the almost complete exclusion oi implied nar-

rative content or even elements of a setting, something that was not

true of an) other French eighteenth-centur> genre painter I he other

works described in her will had religious subjects a \ irgin and

Child, a miniature of the Magdalene or were portraits One addi-

tional work depicted a Negro holding a basket of flowers It would be

interesting to know how she approached this last subject, then

normall) treated m a frivolous]) decorative vein

\ few works ha\c been attributed to Duparc but onl> three of these

can now be traced Ihere is an appealing Portrait ofa ) oung Girl in

Roanne. : a poorly preserved Head "' <." Old tt ">nm in Melbourne."

and a Head ofa Young Woman in Perpignan icat no 47), recently

recovered from behind its disguise as a Greuze \ Portrait ofa Young

Woman in the Bosc C ollection, exhibited in Paris in l^2h. is wrongly

given to Duparc Finall) there is a photograph of a portrait olfa

young woman in the tiles of the \N ill Photographic Surve) , I ondon.

with no indication of past or present ownership, that seems to be

correctl) associated with her name." Some of those forty-one pic

lures left to her executor in 1778 must now he hanging unnoticed in

private collections in the south oi } ranee '

' Only the kind of public it)

generated bv the idea o\ recovering the work o\ a once neglected but

now highly prized genius, like that annually yielding rediscovered

masterpieces bv Oeorges de la lour, can work similar miracles for

r-rancoise Duparc. The human content of her work is of precisely the

same kind as that which now makes C aravaggio. de la lour. Hals.

Rembrandt, and C hardin so popular We must hope that some of this

sympathy for artists of the past who showed people as they were

rather than as thev w ished to be w ill be directed to recovering the

work of this original, little-studied painter.

4<v

The Seller oj limine

Oil on canvas

It \ ::'. m. (73 \ 58 cm.)

Marseilles, Museedes Beaux-Arts (407)

(See color plate, p SO)

Ml of Dupau's sui v iv ing paintings seem to blend portraiture and

genre Her subjects appear to be acquaintances whom she has asked

to pose: she has captured their slight self-consciousness as the) faced

tiei as well as poses and expressions that strike us as spontaneous and

character istic I he (>/</ ll oman has crossed her arms, reddened by

years o\ washing, in front of her. parti) to conceal her worn hands bin

more as an indication of natural reserve Her face communicates
both affection .wn-i trust, Pet haps she was a family servant. '- Hie

young seller of herb tea is more at ease, regarding us steadily but not

without interest as she manipulates a metal strainer!?)- Hiese two
works are almost the same size; the Man >' 'Ith a Sack and the Knitter

aie also about the same size but aie slight!) I.ugei than the other [wo

canvases Billioud suggested that the foul works wcic conceived as

complementaiv pairs '
I Each unit would contrast age and youth but

the compositions of the other paii are not as suitably balanced as the

two uiulei discussion. It would also have made better iconographieal

sense to couple the old man and the tea seller, who both made their

hv ing in the street, and the old laundress .\ik\ (he kniltei . M hose pro-

fessions were domestic I hus a more casual relationship among the

figures seems probable.

Oenre painting, especial I) when it portrayed members of the humblest

classes, was never popular in seventeenth- and eighteenth-century

I lance I he I e Nam brothers and ( ieorges de la I our. who often

chose such themes, were rapidly forgotten after their death. Then
present high standing is due to a different, more democratic political

climate and to different aesthetic values. We no longer require ailists

to provide ideal images of mankind fot our moral edification hut

rather regard such idealization as a falsification of truth. If the moral

tone of much eighteenth-century I rench art is not exactly elevating,

the artist had to at least entertain the audience with technical vir-

tuosity, escapist v isions, or comic situations. Thus I epicie's picture

ol a voung servant girl getting dressed suggests that such a life was

blissful I v carefree, and if living conditions were simple, they were

clean and healthy, as appealingly natural as the current propaganda

for life down on the pre-chemical-additive farm." Oreu/e by contrast

uses his picture ol a servant woman to preach a moral lesson against

that familiar deadly sin, sloth. 1

'
1 Duparc gives us no improving mes-

sage ami discreetl) tells us little about her subjects, In brief, her works

neither entertain nor instruct, which even < hardin 's genie subjects

always do. This restrain) no doubt largely explains her lack of popular

success, even if her fine qualities as an artist did not go completely

unrecognized by her contemporaries.

The quoied title* Of the pictures are those given in her will (Billioud, 17X11.).

7.

Musec Joseph-Oechelette, Roanne, Loire, oil on canvas. 15 , * 12'',,. in.

I HofT, European Painting! before 1X00. National Gallery of Victoria. 1967. no.

551/4: oil on canvas. 16% X 12' ,,, in. Billioud (1X4) records ihe work as in the

H. Tonks Collection. London.

9.

Billioud. 184. Only two of Duparc's pictures from Marseilles are in the Caslres

catalog, nos. 24 and 25, hut ilem 27. a work ol Aimee Duvivier, answers the

description of the Bosc picture exactly.

10.

I am much indebted to Rupert Hodge of the Witt Collection for answering my
inquiries with great promptness

II.

Billioud (178) has traced the will of her executor. J. B. Chaulier. who died in

1795. Since there is no mention in it of works by her. he presumably sold ihem

after her death.
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47.

Head <ii <i Young Woman
Oil on canvas

I75/i« x 13 in. (44 \ 33 cm.)

I'erpignan. Musec Hvaunthc kigaud IH4I-2 22 >

I his work was given tentative!) to Greuze m ixx4. hut koger daud
reccntlv attributed il lO Dup;>' I he lack ot artitlcc and the rrwadK

handled, realistic por in association with Greuze implaus-

ible and are typical of Dupai - I'^umcnicd works in Marseille!

lighting and ihe frontal pi n of a head and shoulders portrait

also resemble the Head "/ an "/,/ M oman in Melbourne given

Duparc, and thus help to confirm that attribution also

It was rare before the Revolution and not common even afterwards

tot t re rich atlists to depict mem hers of the lower bourgeoisie and

working classes Sot surprising!) . portraits ot wealthier subjects are

seldom as simple and direct as this work ot Duparc s It is significant

that exceptions can most easil) he lound in the work ot other pro-

vincial artists. such as G Roques* portrait in roulouseol \nnc

Rail Iel and (i Gresly'l enchanting!) naive picture ot a lace mender
and her two children in Besancon i: \ portrait ot \ milie Verne)

child, made in 1764. and a picture ot a voung hov with a sketch pad ot

around 1770. hoth hv I epic le. also otter a Jose formal and psychologi-

cal parallel to Duparc's voung woman, hut he was ten vears vounger

than she and might even have heen mtluenced hv her work in Hans '•

Duparc'l woman hows her head slighllv to the left and regards us a

little shvlv from her shadowed eves, hut a smile lingers on her

mouth rhe resulting expression is affecting and sympathetic Duparc

had an exceptional gilt tor capturing a Meeting moment ot evocative

expression Her people have the vivid immc ' 'ans Hals' sit-

ters but she achieves these effects with formal means t>

comparison striking!) self-effacing

i:

edo l
y ~<

; .icr and Billioud.

13

Billioud. -

14.

5 tinl-Omer, Music de i H

no hs and pi 123).

15.

La pat 56. Hartford. Wadsworth \ •

no 41 and pi 87

16.

See note 8 ot Duparc's hiograph>.

Both <*ork.s are repr in the exhibition catalog Pans i mx au

A I lilt wci/< catalog h\ (.. Martin-Merv . Bordeaio

pis. xvii and xxxil.
•

For the tirst »ork. see Toledo. 975 no s- forth* -

catalog by M Roland Michc G ailleux. Paris. 1975. no. 15.
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Angelica kautlman

- ss, 1741-180'?

Angelica Kauffman's career was m man) wavs typical ofeighteenth-

centur) women artists. 1 Her Father, Joseph Johann kauflman 1 1707

1 ~s 2 » was a minor eeeleMaNiie.il mural isl and portraitist who oversaw

ihe artistic education of his daughter a> the> moved about Switzer-

land, Austria, and North Italv in search ofcommissions, she was

recognized as a child prodigy, assisting her father m church decora-

tions and accepting several independent portrait projects before she

reached the ace of fifteen I .iter the senior kauflman almost completely

retired from active painting to manage his daughter's financial affairs

during her long sojourn in I ondon i I 766-41 1

1

What sets kauflman distinctly apart from most women artists ot her

time is her refusal to accept a career as ,i painter of portraits, or still

lives, or some other minor genre Instead, she decided to become a

history painter I his field, which in the eighteenth century was still h\

far the most prestigious tor a painter, was generally considered

unsuitable for a woman Ihe> were. bv social convention, not allowed

to draw from the nude model, a training thought essential for those

who wished to depict historical subjects kauflman. with a courage that

at the time must have been thought to border on audacity, refused to

limit her ambitions. , rom the l~6(k onwards, she painted both his-

tory pictures and portraits Her success can he measured by the inter-

national acclaim and clientele that she attracted in her lifetime and

bv the enduring strength and vitality other work

The factual highlights o( her career are many and varied After the

early experiences of Switzerland, Austria, and North Italy, she and
her father arrived in I lorence in June o\ l~^2 I here she met for the

first time artists who were involved with the newly emerging style of

Neoclassicism. Benjamin West, the young American artist who had

just recently been studying in Rome, and Johann \ riednch Reiffcn-

stein. a German etcher and a close friend of the chief theoretician of

V classicism. Abbe Winckelmann, both knew kauflman in Florence.

In 1763 she and her father traveled on to Rome, then the main center

of Neoclassicism. where W inckelmann and such painters as Pompco

Batoni, Gavin Hamilton, and Nathaniel Dance were living, kauflman

quickl) established herself in this sophisticated milieu. Her know ledge

of several languages helped hei to make contacts and gam commis-

sions, especial I) from the numerous English v isitors and residents al

Rome

\ttei a stav at Naples i July 1763 to \pni 1764), she returned to

Rome and in June 1765 was elected to membership in (he prestigious

Vccademia di San l uca. During this period she also studied perspec

live iprobabK with Piranesi) and painted her first two extant subject

pictures a /'.'.< /.'/' (Hove Vrt Gallery) and a Bacchus and Ariadne

(Bregenz, l andesmuseum), both signed and dated 1764.'

Ihe Kauffmans left Rome in Jul) of 1763 Kttti traveling through

Bologna and I'arma. the) amved m Venice where Kauffiman executed

manv etchings and drew after the sixteenth-century masterpieces of

I ilian and his contempoiai ies She came to Ihe notice of the W lie ol

the I nglish diplomatic representative in Venice, who invited her to

travel to I ngland with hei kauflman accepted and. separated from her

father for the first time, arrived in I ondon in June 1766.

During the earl) yean Of UlC reign ol George HI, I ondon was second

only to Rome as the artistic center of Neoclassicism. Benjamin West

and Nathaniel Dance were both there, having preceded kauflman

From Rome Joshua Reynolds provided the main theoretical voice for

painting in the Grand Manner . and it was largely his example that

gave use to the establishment in 1768 of the Royal Academy of Art,

whose first president he became, kauffman's rapid emergence as a

leading painter in I ondon may be judged from the fact that she was

one of the founding members of the Royal Academy and, along with

Mary Moser a skillful painter of flower pieces one of the only

two women so honored.

Not only was kauflman a founding member, but the pictures that she

sent to the annual exhibitions of the Royal Academy — beginning

l.

i the basic tacts of her career are given by her excellent and accurate early

biographer. Giovanni Ghcrado de Rossi. Vila di Angelica Kauffmann, pittrice,

Florence, 1810 The best modern source remains Victoria Manners and G. C.

Williamson. Angelica Kauffmann, R.A., Her Life and works, London, 1924.

Though (as in these two sources) the artist s last name is usually given in the

literature as 'Kauffmann." she signed the vast majority of her works with a single-

final n and her spelling has been adopted for this present catalog.

2.

The Bacchu\ and Anudne was exhibited at Bregenz. 1968. no. 48. Contained in the

exhibition catalog (5-17) is Anthony M. Clark's fine essay on Kauffman in Rome.

"Roma mi e sempre in pensiero." which Is the source for several of the ideas in

this biography
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with the first in 1769 — gamed considerable notice lor their striking

originality. James Northcote, in his hiograph> ol Reynolds, mention-,

"the pictures which ehicfK attracted the attention of the COnnoisi

at this the first session of the Royal Acadent) f thibition I tie first

two places he assigns lo historv paintings sent by V\ est. but third and

fourth on his list are kauftman's lull 1 1 u w oj Hei n and Androma
and I enus Showing Aeneas and Achates the it a} to Carthagt <both

now in the collection at Salitam House. I'lvmpton. Devonshire).

kaullman showed two other pictures w nh subjects drawn from classical

antiquity ; m fact she and West were the onl> exhibitors w ho confined

themselves to histor) pictures even Reynolds and Dance submitted

onl> portraits \i succeeding exhibitions, she continued to contribute

pictures ot great original it > I or instance, it was she Sw iss-horn

and Italian-trained who lirst exhibited at the Royal Vcademj
scene Irom I nglish medieval history, hei Vortigern ai

< 1770. no. 1 16. Saltram House) l his subject, like several others thai

she pioneered, later became popular with British artists

kaullman and those ol her contemporaries (West, B.nr\. and I useli.

to name but three I who w ished to bring historv painting to promi-

nence m Great Britain never tullv succeeded I nglish collectors

steadfastl) maintained their preference i"t portraits ot themselves.

their relatives, and even their animals ' Without I Stead) market lor

histor) pictures, kaullman had to earn the grealer part ol her generous

income from portraits \losi ot her sitters were female; examples ol

her London portraits are Thi D Richmond (Goodwood,
( hichester), Tht Marchioness Townshend and Hei v n(Burghle)

House. Stamford), liu Duchess oj Brunswick Mondon. Buckingham

Palace), and Frana h (Stourhead. Wiltshire) Many of these

portraits were allegorized m some lash ion to raise them closer to the

status of histor) paintings Hence the Marchioness lownshend is

show n as Venus to her son's ( up id. while l ranees Hoare otter -

lice to a statue ot Minerva l"his practict . much in

the manner of Sit Joshua Reynolds, who was kaullman s closest Iriend

among the I nglish painters

kaullman also piodueed numerous designs to be Used as decorative

inserts in the interiors ol Neoclassical domestic architecture ' Her

name is particular!) associated with the homes designed bv Robert

\d.im. then the most fashionable architect in I ngland I hough it is

doubtful that she personal!) painted manv of the interior decorative

panels ascribed to her. she was certain!) one of ihe most prominent

Of I hose painters who evolved a gentle, pliant version of tl ISSI-

Cal st\le that was a particular!) appropriate complement to domestic

interiors Her most famous, and most successful, decorative project

came about in 1778 when the Koval \cademv commissioned \S illiam

( hambers to design a new residence for it kaullman contributed tour

handsome large allegorical ovals lor the lecture hall ceilinc I

/)< fign, ( omposition, and Genius. I o<.\.t\ these ov.iK are to be found

in the vestibule of Burlington House, the Koval Xcademv's current

home

James NorUicou Is. 2nd ed.. London. 18

4.

dish p.iucrns ol collecting during this period, see David lr»in. •En.

Neo-classicism and some Patrons." Apt <'/<>. lxxviii, i*#>

-

According to ihe estimate ol Joseph Farington, Kauftrnj'

during her fifteen vears in 1 ondon uhis hgure given in an unpublished poruon of

Faringion's Diaries, quoted b) Manners and Williamson. 51). T"his uas a hand-

some income, probabl) MirpjsseJ over these same ...

Gainsborough, and \v

6.

On this aspect other career, see Edwjrd C rofl Mun ive Painir

England, 1537-1837 I ondon. 1964-70. u, 227-29

Sidnev C Hutchison. Tin //, >m< - of tht Ri>\\t.

28. gives ihe hesi account ofttK ».ltious installations
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Another artist who specialized in interior decorative pictures was

Antonio Zucchi 1 1762-1795), horn in Venice hut resident in England

since 1766. in l"Sl Kauffman and Zucchi married, rhis was actual!)

kauffman's second marriage: in I

"6" she had been duped into mar-

riage by an adventurer named Brandt, who had been successfull)

masquerading in 1 ondon SOCtet) as the Swedish Count de Horn I he

confused and romantic tangle of this marriage has fascinated several

generations of kautTnian's biographers (and. unfortunately, has some-

times tended to overshadow their accounts of her merits as a painter).

At an> rate, it was not until Brandt died in I "SO that kauffman — a

devout Catholic was free to remaiT) Zucchi was e\ idenft) choice

dictated h\ prudence rather than h> passion \s kautTnian's elder!) and

ailing father had hoped. Zucchi devoted most of his energies to

managing his wife's finances

The Kauffmans and Zucchi returned to the Continent in l~SI \fter

briefly revisiting the place where the elder kauffman had spent his

childhood. the> settled in Venice I here, in 1~S2. Joseph Johann

Kauffman died More happily, it was also there that kauffman met and

enjoyed the patronage of Grand Duke Paul of Russia, the first of the

\ast numbers of European nohihtv who would commission works

from her in the coming yean \mong the clients recorded in the studio

book that she kept from I "SI until I ~s»f> are Prince > OUSSOUpoff and

Count Kastellai of Russia, Counts Reventlow and Stolberg of Germany,
Prince Poniatowski and Count Potocki of Poland, the Duke oft our-

land, the Prince of \S aldcck-Py rmont. and Emperor Joseph II ot

Austria. Perhaps only Antonio ( anova and Elizabeth \ igee-l ebrun

could boast such a glittering international ana) of clients during this

period.

In mid-1782 Kauffman and Zucchi moved on. hrst brief!) to Rome and

then to Naples, where she was offered, anil declined, the position as

Royal Painter to king \ erdinand and Queen ( arolinc Nevertheless

she did undertake a large group portrait of the royal family (Naples.

C apodimonte), which she finished in Rome after her return in Novem-
ber ot 1~S2 She stayed there most of the remainder of her life

During the nevt fifteen yean Kauffman painted some of her finest

works, several of which deserve special mention Hei nail

Hesitatint Painting and Musk (ca 1794, Noatdl Priory,

> orkshire) commemorates the point in her early life when she had to

Choose between promising career, as a singer-musician and as ,i

painter. It is a witty and handsome transcript ion of Hercules at the

C rossroads (between Fame and 1 uxury 1. which had been a popular

moralizing subject during the seventeenth century kauffman s picture

was high!) praised by her contemporary James Barry in ISn2 "Some
may sav that this is great, since it was evecuted by a female: but I s.

;

that whoever produced such a picture, in whatever country, it is

great, it is noble, it is sublime' How I envy plaintive Music the squce/e

she receives: the impression seems deeply imprinted on her hand —
all is feeling, energy and gnu

Of the main pictures that she continued to send back to England, her

Valentine, Proteus, Sylvia, and Giulia in tin Forest (I7SS. I ondon.

private collection), and Diomed and Cressida ( 1 788-S l
>. Petworth

House, Sussex* aie among the most important I he) were executed

on commission lor Mdciman Bov dell's Shakespeare Gallery, a vast

undertaking designed to assemble pictures b\ all of the best British

artists illustrating the works of Britain's greatest author.*' kautTnian's

presence among the participants m this project (some of the other art-

ists chosen weie Reynolds, West. I useh. Barry, Wright, and Romne) I

is indicative of the high regard she continued to enjo) in I ondon.

kauffman also received main honors m Italy. In I77S she submitted
N

' •...: il lorence, Uffizi) for inclusion in the famous collec-

tion of artists' self-portraits in the gallen of the Grand Duke of I us-

cam \ftei the death of Pompeo Batoni in 1787. she was w nhout

much doubt the most famous and most successful hv ing painter in

Rome As such she was a central figure in Roman SOCiet) . and a v isil

with kauffman w as considered essential fol ever) Fashionable tourist or

newcomei to Rome Goethe and Herder spent much time with kauff-

man during their respective Italian sojourns, delighting in her

company, as did Grand Duchess \nn tmaliaofSaxe Weimai

\ttei 1795 Kauffman graduall) became less active as an artist, /ucchi

died that vear. and he had large!) seen to the management of her

financial affairs During the last do/en years of her life, the Napoleonic

campaigns in Italy and the rest of Europe scveicly disrupted the (low

of v is i tors to Rome I ewei commissions were available, and it was

difficult to arrange intemaiion.il payments from her foreign clients.

Nevertheless, kauffman. who hv this time was quite wealthy, continued

to work, albeit al a much slower pace Hei home and studio also con-

tinued to be a central attraction fol aitistic residents and visitors to

Rome I ocal artists gave banquets and wioie poetry in her honor, look-

ing tO her as the unofficial head of the Roman school of painting.

When she died \ntonio ( anov a assumed charge of the funeral. It was

patterned after the ceremonies that hail marked the death of Raphael

includinglhedet.nl that two of hei pictures were carried in triumph

in a funeral procession made up ot all the \cademicians of St. I like

along with numerous representatives from other Italian. I rench. and

Portuguese academies.

kauffman left no real followers. She had rarely had pupils: only Robert

Home (in I nglandi and G. B. del If ra (in Rome) are said to have

studied with her. The attempt to introduce heroic -scale subject paint-

ing to Fngland was largeK a failure, though the prestige of the Kng-

lish school was greatly enhanced by the accomplishments of kauffman

and her generation. In Italy the aesthetic and political shifts caused hy

the Napoleonic years permanently deflected art from the style in

which kauffman painted, so that again her influence was of short dura-

tion. > et if kauffman cannot be counted among those artists who
decisively altered the course of art history, she must still be awarded a

significant place in thai history. In their broad range of style and

Quoted h> i
. r in an obituars article on kjultrrun in Kutupran

Winifred H Friedman. Bo\deli\ Shak- .n New ^orW. ISHs. is the

most current and most complete source on th
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iconography, her pictures display a vitality and an amhilion dial

teristicof the best of late eighteenth-century an With a total oeuvre

of over five hundred paintings, some two hundred ol *hieh Can

traced today, and patrons spread from the British Isles to Ital . Rus-

sia. Scandinavia, and even America, she was not only one of the

majoi populan/ers ol Neoclassicism hut also one "t the finest

exponents of this style.

4X

Cleopatra at the TomboJ \/</" Antony 1770

Oil on canvas

k 42% in. (125 x K>7 cm.)

Burghley House. Stamford. I he Marqtu I leter (286)

According to Plutarch's Li/i oj Antony from which this scene is

probably taken. ( leopatta received permission from Augustus to

visit the tomb of her lover. I hough Plutarch does not specify the time

ol d.iv kauffman has romanticallv depicted a night scene described

w ithin a single pool of torchlight, a device she mav have borrowed

from hei contemporary, Joseph Wright <>f Derby I arliet .irtists had

frequently depicted ( leopatra with the dying Marc \ntony inner

arms, hut no prototypes for kautlman's interpretation ol < leopal

the tomb have been traced .'" ( his concentration upon ( leopal

more pensive and Stoic grief is typical ol k.uittm.in. who often painted

similar scenes ofWomen left alone to tend for themselves Several

Neoclassical painters followed Kauffman's example in their treatment

of the ( leopatra legend, including I r.mcois duillaume Mcnagcot

(Salon oi 1785: Musee Angers)." Benjamin West's reworking ol

l>inti Hilh the Ash( 'inn tt\ from public spectacle i Royal

Academy, 1766; New Haven. Yale I niveraity Art Gallery) to private

gnei iKov.il Academy, l" ; Sarasota, I lorida, Ringling Museums)

mav well have been suggested to him by kauftm.in's ( leap

49

Oil on canvas

2s> v 24 m (73.7x61 cm.)

I ondon. National Portrait Gallery uvn

Kauffman painted numeroui traits, over do/en of which

survive '-' rhe earliest is probably that in the collection of the I iroler

I andesmuseum I erdinandeum, Innsbruck (no J03), which has an

inscription indicating it was painted when the artist was thirteen ve.irs

old
'

' I rom thai point on. he: traits were evidently much in

demand bv her friends and patrons

I his particular painting, show mg the artist w ith sketch book in hand,

is delightfully fresh and informal It can be dated to the early 1770s

more by Mvle than bv the apparent age of the artist, for kauffman

continued to portrav herself as verv youthful well into the 1780s

Vc \ Piglcr. Barocklhemen. Budapest. ls>5h. n. 351, for a list of paintings

shotting Cleopatra ki/)i the fh/n. ny.

II

This relationship hetw •! and kauffmar can

1 ocquin, l.i peimurt tThisloire en France Jt- fans. 1912, 157. note 9.

12

Some notable self-portraits h> Kaufrman can be found in the L'ftui: Sallram

House (Plympton. Devonshire. Kenwood House .Londonl: and Nostell Priory

I

s, orkshire).

13.

The Innsbruck St- If- Portrait was exhibited at Bregenz. 1968. no. I, fig. 3. Another

youthful, and unpublished. Self-Portrait is in the collection of the Midland County

Historical Association. Midland. Michigan.
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elia, Mother ofthe Gracchi,

OB on canvas

40 v 50 m (101.6 \ 127 cm.)

Signed: Angelica kauffman

Richmond, Virginia Museum of Fine Kits (75-22)

(See color plate, p SI t

This picture beautifull) dispiavs kauffman s mature stvie. particularl)

in Us rich. bold coloring. Ii was painted for her most faithful patron.

George Bowie- of the drove. Wanstead, Essex, who eventual') owned

forty-nine of her canvases.14 Cornelia was one of her most popular

compositions She painted at least two later versions, one in I

for Queen c aroline of Naples and another m 1 788 foi l'i ince Ponia-

towski of Poland : Bartolo//i engraved this, the original Bowles

version, in 1788

Cornelia was the daughter of Scipio Vfricanus and the widow o\ I itus

Sempronius Gracchus. She gained great renown in Rome tor her

modest) and for her w isc education of hei children a daughter.

Sempronia. and two sons. liberals and GaJUS, who became tribunes

We see here an anecdote relayed b) Valerius Maximus, 1
*
1 which Kauff-

man describes in her studio hook as follows '( ornelia, mother of the

Gracchi, receiving the visit of a noblewoman I friend ot hets who
shows her all her beautiful jewels, and asks C ornelia 10 show hei hers

C ornelia then shows her sons I iberius and Gaiusjusl home from their

daiK school to her friend together with her little daughter Sempronia

saving These are mv most precious jewels*.**'

'

51

Writing His «'»'i Epitaph .;/ Brundisium, rs*
Oil on canvas

40 \ 50 m i loi h \ 127 cm.)

Signed and dated \ngelica kauffman

Albuquerque. New Mexico, ( ollection I'eter and Margaret WaJch

I he last refers to the subjects ot \ ergil's three major woiks: the

Bucolics (or Ecologues), the Georgia t, and the Aeneid, (he titles of

which can be read on the rolls in the parchment case (o (he left of

Kauffman's picture Suetonius' / (fe oj I ergil is one source tor the

legend, mentioned bv Kauffman, thai \ ergil wanted his unfinished

manuscript ot the AeneidXO be burned Instead. \ anus and lucca.

operating undei the instructions of Vergil's longtime patron and

protector. Augustus, had it published.

\n interesting comparison can be made between Kauffman's Vergil and
Jacques Louis David's Oath oj the Horatii (Pans. I ouvre), winch the

l rencft artist painted in Rome m 1784 and exhibited at the Paris Salon

of I 785 Da> id's picture is. on the W hole, more aicheologicallv pre-

cise than Kauffman's, (hough one mav note in her Vergil such correct

details as the broken-stringed lyre, prophetic of the poet's impending

death, and (he purple-stained manusci ipl case I he difference in

sexual tvpmg that separates the two nearI) contempoiaiv pictures is

intriguing. In the Da> id (he women slump passivel) to one side, while

the men dominate (he scene with their taul standing poses. Here the

only full) erect figure is the female Muse, a Counterpoint lo the males

gathered in a ovoid, receding group drooping at the right.

I ike the Cornelia, this picture was painted for George Bowles and

shipped to him from Naples in \~H^ In her studio hook kauffman
described the picture as follows \ ergil ill and nearing death, writ-

ing his epitaph in the presence of his two friends the poets \ anus and

lucca who are sorrowful at the approaching loss of their friend. I he

Muse in sadness guards safe!) the writings of the Aeneid which the

Poet had destined to the flames — the bust of Augustus is on a pedestal

as his great protectoi

\ ergil died at Brundisium in l«J Hi . at the age offift) In kauffman's

picture he appears more vouthful than that, though his sicklv com-
plexion contrasts w ith the healthier tones of his companions He is

lust completing the last word of his self-composed epitaph 'Mantua

me genuit: calabri rapuere: tenet nunc Parthenope: cecini pascua.

rura. duces." t Mantua gave me the light. Calabria slew me: now holds

me Parthenope. I have sung shepherds, the counirv and wars.) 1
''

14.

On George Bowks and his collection, set William Henry Howies, Records of the

Ho* l,s Family . London, 1^18. 96ff.. and Winifred V. Philips. Wanstead through

the Axes. London. 1949. 1 16-17 Many of the pictures in this collection descended

to Capi E (i Spencer-Churchill and were included in the sales ol Norlhwick

Park pictures held al Christie s in 1964 after his death.

15.

As recorded in Kauffman's studio book; see Manners and Williamson, 148, 153.

For a listing of Cornelias by other (mainly French) artists of this period, see

Robert Rosenblum. Transformations in lute Eighteenth Century An. Princeton.

1967, 62. note 42.

16.

Valerius Maximus, Factorum ac diclorum memorahilium, iv, iv. intro.

17.

Manners and Williamson. 148.

18.

Manners and Williamson, 148. A third picture, Pliny the Younger at the Eruption

of Vesuvius, was also included in this shipment to Mr. Bowles. It is today in the

University Art Museum, Princeton.

19.

J. C. Rolfe. trans.. Suetonius. London, 1920, ll, 479.
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Anne V alla\er-t ostir

t rench. 1744- IX IS

Anne \ .ill.Act was the daughter of .1 goldsmith who worked tor the

Gobeliiu tapestr) Factory; her mother had uifficienl knowledge of his

business (o run Ihe family workshop after her husband's death

Vallayer's childhood was spent in the Gobelins, and she must have

been familial w nh a whole range ol artistic activities as a child \\ hen

she was ten the family moved to Paris where her lather established

himself in his ow n shop Nothing is know n ol her artistic training.

( 1 ah ne I de Saint-Aubin (1 724- 1 780) was a family ti lend hut no'

I. ii as we know, her teacher, nor is there an> evidence that she studied

w ith Still-life specialists such as ( hafdin Ol Roland de la I'ortc Her

first recorded work is a portrait ol I~fi2. while her hrst surviving

works are ol 1766 and l"''~ Onlv three vears later, in I
"70. she sub-

mitted her Alii for) •>! the I isuai Aril and her At \tn\i> (both

Paris, Louvre) to the \cademie Royale and was unanimous!)

accepted as a membei < )ne ol those who voted lor her was Jean

Georges \> illc. who recorded his tee lings in a letter I was absolute!)

enchanted bv Ihe talent of this likeable person, whon 'he

first time and whose talent is trulv that of a man perfected in this genre

of painting representing still I
|

Ml hough she painted some porti.i rial genre subjects, and a

lew miniatures, she was mainlv active as a Still-life painter, and it is as

such that she is justlv famous She was Kith versatile and product

some tour hundred fifty works are recorded She painted flowers,

dead game, musical instruments, militarv trophies, simple kitchen

utensils and fane) porcelain tea services, pink hams, dark orange-

lobsters, shells and corals, fruit, simple and elaborate compositions,

large and small canvases I he works chosen for the exhibition attempt

to suggest the range and variety of her reper' re is one fancy

flower picture, one simple Study of plums in a basket, one mtru

composition using militarv trophies, and. tinallv. one of her master-

pieces, an extraordinary essay m white with a steaming tureen of soup

as the main mot if

I.

Marianne Roland Micht

\*hich ihi\ hioyraphx 1* h.iM d. should hv consulted for all I jnd a

*:i>.>d selection ol ihe critical 1

179



Most of \ allayer's recorded works were produced between l"t>s> and

l~S~ Her production declined sharply during and aftei the Revolu-

tion, although she continued to work and submitted one of her most

ambitious compositions, a veritable banquet of expensive foods fea-

turing a superb lobster, to the Salon of 1817, a year before her death.

The critical response unul 1783, when \ igee-l ebrun ami I abide-

Guiard made their debut m the Salon, was both extensive and com-

plimentary. I hough no critic could resist the note of patronizing

amazement that a woman should have painted such marvels ("Pour

une demoiselle, que d art! et quel genie"), there is no doubt that some
genuine appreciation other artistic achievement la> behind the gal-

lantry Diclerot. as so otten. was the most perceptive observe! He
wrote in 1771, "Mile. Vallayer astonishes us as much as she enchants

US no one of the French school can rival the strength of | her]

colors . nor her uncomplicated surface finish She preserves the

freshness of tone and a beautiful harmony throughout the canvas

What success al this ag< W hen. however, she tried expanding her

range to include portraits in I "85. the reception was not favorable

Bachaumonl advised her "to stick to still-life. I he fair se\ lacks cet

tain resources without which, in those genres that require more talent.

one will never acquire immortality " \n anonymous critic calling

himself "I e I rondcur" was far ruder He declared that her portraits

had no more value than the achievement "of a man w ithout line

when he threads a needle, that ofdoing something hadlv which the

lack of means renders almost imrvossihle " One of the portraits oi

which these critics disapproved was \4n x

(New N ot k \\ ildenstem A Co.) It is an ambitious picture with a

beautiful color scheme of plum, cream, and turquoise set against a

splendid soft grav classical architectural backdrop, hut the lace is a

prettv mask, the actress's gestures are wooden \ allaver was effect ivel)

outclassed as a portraitist bv \ igee-l ebrun and I ahillc-( miard anil

wiselv concentrated on Still life in all subsequent Salons

Throughout her life \ allaver attracted the support of powerful

patrons and of fellow artists m a position to advance her career Her

earlv and smooth admission to the \cademv mav have been in part

due to the support of Jean Baptiste Pierre, who succeeded Boucher as

Premier Pemtre in 1770 and seems to have Ken a familv friend

1 ater. as administrator of the Ciobelins. he was prohahlv responsible

for commissioning tapestry designs from her Her patrons included

the Marquis de Mangnv . the original owner oi Ihi Whilt Soup W.'»/

(Cat. no. 52), whose position made him in effect Minister of the Arts

to Louis XV. She was admired bv Diderot, the most influential of all the

critics, and was also patronized bv the court. Her marriage in I
"8

I to

a wealthv lawver and member oi Parliament. Jean Pierre Silvestre

C oster. placed her even more securelv in the ranks of the rich and

powerful. In the same vear. she was given an apartment in the I ouvrc.

a privilege much sought after hv \cademv members Her court con-

nections should have made life uncomfortable for her after I
"84. but

she and her husband remained in Paris until 1793. Probahlv it was

the political neutrality of her subject matter that saved her. After

l~Ss>. when Vallayer showed seven paintings, she sent onlv five works

to the foui Salons held between 1793 and 1747. She and the othei

artists in the I ouvre lost their apartments m 1 SO*-, because then smok-

ing chimneys annoyed \apoieon she exhibited m [810 and then
once more in IS 17. including the sumptuous Still I tie with a Lobstei

mentioned above, which belonged to Louis XVI. It was a tilting farewell

from an artist who in no way, attempted to change her art to suit the

verv different political, social, and artistic climate ot Paris al the turn

of the century

\\ hen \ allayer's contemporaries were not exclaiming ovei hoi

physical charms a\^\ the phenomenon ot such talent residing in a

female body, thev either compared her to \ igee-l chum and I abille-

(. ui lard or to Gerard van Spaendonck ( 1746-1812). the first two

because all three wete women, the last because both painted tlowcis

Neither comparison helps us to understand her achievement. Mod-
ern critics, perhaps mesmerized b\ the wit of Diderot, find it hard to

distinguish Vallayer from Chard in Diderot had exclaimed in 1770.

I xcellcnt. vigoieux. harmonieux. ce nest pas (hardin. mais

audessous de ce maitre, cela est fort au-dessus dune femme." Charles

Sterling was among the first to appreciate hei real qualities. "[She]

is usuallv written off as a mere imitatoi [of< hardin], but this is quite

unfair [he truth is that, aftei ( hardin and Oudry, she is the best

I rench still-life p.uniei of the eighteenth century."3 she was certainly

fully aware of the traditions of her chosen specialty ot Desportes

and Oudry as well as o\ ( hardin, who had greatly expanded the range

of the genie and thus increased its respectability. It is important, how-

ever, to understand the differences between him and \ allayei He
rarelv painted flowers, she painted a great many. He painted main
important genie works a ml some gieal pastel pom aits. Vallayei

rarely painted genre and nevei as fai as we know used pastels, c hardin

responded above all to simple, familial objects of daily use in modest

kitchens copper pots, thick ceramic dishes ahi\ to simple foods

eggs, leeks, a crusty loaf of bread, a few ripe peaches. Vallayei also

painted such themes w ith great success her succulent Ham with

Radishi n of 1767 in Berlin is an ode to good, plain food. However. b>

instinct she was a lovahst. not a bouigeois. and her fondness for ele-

gant porcelain, silvei coffee pots, and sumptuous bouquets inspired

some of her besi canv ases ( hardin's thick, impasted sin faces contrast

with her thinner, sketchier hrushwotk Both ai lists are exceptionally

fine colonsts who can he subtle or bnlliani as the occasion demands,

but whereas the aichitectui.il structure of (hardin's tonal masses

carries well even in black and white. Vallayer's more even-toned sur-

faces dissolve in reproduction I here are few artists of her century

that it is more essential to see in the original.

\ allaver is now w idclv acknowledged to be one of the outstanding

still-life painters of eighteenth-century I ranee.4 She suiters, as all

others do in our eves, by comparison with that supreme genius of the

genre. (hardin. but she was far more than an able imitator. She was

more versatile and more productive, and she reigned supreme in one-

area that he avoided, flower painting. She is no recorder of speci-

mens, charting every petal and stamen, as van Spaendonck did. Her

Quoted h> Roland Michel. 197(1. 72.

Stcrlinf

i

I eve) makes out) passing menuon of her. however, in his important new survey

of French eighteenth-century art (Michael Levey and Wend Graf Kalnein. Art unci

Architecture of the Eighteenth Century in France, Harmondsworth. 1972).
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vases of blooms arc always impressionistic masses of color. Some of

her small, spontaneous studies of roses come uncannily dose to those

of Manet, painted a century later, and she has also been compared to

Renoir and Kmiin-1 atom She painted ultimate!) to give pleasure to

her spectators, and anyone who responds to good food, beautiful

objects, and summer flowers, who in moved bj color and visual evoca-

tions of the senses, w ill recognize her achievement and respond to her

visionsof the douceur de vivrt of eighteenth-century France,

J2

Bowl, 1771

Oil on canvas

19' in. (50 x 62 cm.)

Pans. Private Collection

S color plate, p -

i 5 6 "/ is one of Vallayer's most famous pictures. It

was greeted ecstalicall) hs Diderot m the Salon of 1771, belonged to

the powerful Mangns. and on his death was acquired by \| Heajon.

Conseiller d*Etat. It has been exhibited several times rcccntls hs its

generous owner. It is certain!) one of her masterpieces, hut while

much admired, it has heen little discussed in the literature

(lie painting is obvious!) anessa) in white !"he large while soup

howl, the steam issuing from its surface, and the crumpled napkin

around the loaf of hread dominate the composition \ lew neutral

grays and brow ns extend the tonal range, as <.\o the two dai k green

w me bottles on the right. Paintings stressing white have a quiet

history of their own deserving further investigation One of the first

to K.- recognized as a tour de force in whites «.is Kndrea Sacchi's

V;' Romuald (1631, Kome. Pinacoteca Vaticana); the

C amaldolese hahits worn h> the monks severe!) restricted the artist s

palette and required master!) control of a limited range of tones to

suggest the creams woolen robes in the shade of a large tree ' More to

the point. Jean BaptistC Oudr> in l" v
) had painted a still life ot a

white duck hanging against a white stone wall, its plumage touching

a white china how I filled w it h a dessert topped w ith whipped cieam

and rows of slivered almonds and its head resting on a partlv unfolded

white damask cloth on which stands fancv silver candlestick hold-

ing a while candle il ondon. Marchioness of < holmondelev I I our

years earlier Oudrv had delivered a discourse m the Salon on the

painting of white, which his astonishing still life illustrates

\ al Liver's li ha, S,uip Bowl b sure!) in part an answer to the chal-

lenge of Oudrv. the appetizing simplicity of her menu a criticism of

the luxurious meal he proposes Diderot was quite carried away hv

the piece of bread: "Kile [the tureen] est accompagnee dun moiceaii

de pain qui est vrai comme la nature, mats sans erudite, el vu comme
il faul voir pour bien pemdre .' : \S e can admire too the masterly

design that creates the capacious shape of the bowl with only one-

curved contour set in the shadow of the suggestive ellipse formed by

the lid propped up beside it. The meal portrayed — a hearty home-

made soup steaming in a cold room, fresh bread, and a good \ in

ordinaire seems ultimate!) more appealing than the elements ol

Oudrv s banquet Here \ allasci not onlv pass tribute to the austere

dignit) of (.'h. u vim; she also pi.uses the v utues of domestic thrift

as mov mglv as he ever did \nvl w hile coming as close to the spil il ol

his tinest still lives as she ever does, she has also invented a design

of bold simplicitv unlike anything in his work. The White Soup
Bowl is one of the masterpieces of still-life painting

Vast of Flowers with a Hu\t oj / lora, 1774

Oil on canvas

6046. \M'j in. (154 x 130 cm.)

Signed lower left on the drawer: Mile \ alias ei 1774

I ondon, I \ I haw and i o . Inc.

I his sumptuous composition is less typical of Val layer's Mower paint-

ings than her numerous sinallei studies of a single vase of tlowcis.

but it demonstrates hei abilit) to work on a large scale and to organize

a complex design, as well as hei outstanding gifts as a llower painter.

I he central motif is a celadon vase w ith gilded biass mounts tilled

with loses, peonies, poppies, holly hocks, and other flowers. I o I he

left is a bust of I loia. the goddess ol lloweis and plants, neai it are

the fruits and v mes hei protection also e neon I ages, a scroll of papei

.

a ted morocOO folder, and some books Ml these objects rest on a

I ouis \vt bureau Green curtains in the background partially

obscure a colonnade I lies weie criticized when the work was shown

in the Salon of 177s h) a writer using the pseudonsm "la laiilerne

niagique aux ( h.inips-l Usees' 'Superbe. en scute, superbe. niais

je ne voudrais point cc rideaudansle fond du tableau, car quoiqu'il

ne COUVre rien. il en ote cepeiulani bien vie r.igienient.""

I he / lora Iiavl a companion picture in the Salon, a Ceres, whose

present location is not known.9 in it a bust of< eres is placed in

a landscape selling and surrounded with dead game and harvest pro-

duce. I he contrast of ,tn interior and an exterior setting is not com-

mon in \ alias er's work but it occurs once more in the magnilicenl

pan in I he lolevlo Museum of Art. which were unfortunately

too fragile to be lent to (his exhibition. I he outdoor still lite in I olevlo

also features game the centerpiece is a pheasant while the

indoor still life places a huge cooked lobster in front of a silver tureen.

Ml lour works posit is els assault the senses ol sight and taste.

I he f Inrti illustrates well the difference between the artistic tempera-

ments of \ alias el and ( hardin. It conjures up visions of a palace

inhabited by noblemen, while ( hardin's still lives never suggest an

aristocratic ambience His rare silver pots seem to he the one luxur-

ious possession of a modest family; Vallayer's silver and porcelain tea

services are rather the accessories of a marquise's salon. Vallayer

tends to he luxurious. ( hardin to be restrained. One might almost

say that she is baroque and he classical.

>>r repr. ot S R^mualJ can be found in J Held and D Posner.

mdlBth Century *ri NewYorfc.l972.pl 12. G. P. Bellori (d. 1696) and
G. B Pj^-. l>>th commented on the formal problem nosed h> the

subject and Sacchi's skill in resolving it. /urbaran also comes 10 mind as .1

master of whiles, bul his e\ir.iordmar> skills in this area seem no! lo have been

appreciated until this century.

6.

Levey and Kalnein. 1972, 26-27 and pi 22 isce biography, note -

7.

"Beside the tureen is a piece of bread that is as natural as can be. but not crude,

and that is seen as one must to paint well."' Quoted by Roland Michel. 1970. 165;

see also Diderot, i

8.

"Superb, in truth, superb, but I do not like at all the curtain in the background.

for it covers nothing and besides spoils the harmonious effect."' Quoted by

Roland Michel. 1970. 102.

9.

foid.. n 283.
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54.

Still Life with Military Trophies ami a Hnsl oj Minerva, Mil
Oil on canvas

44-V4 x 62 1

2 in. ( 1 14 x 160 cm.)

Inscribed lower left: Mile Vallayer / 1777

New York. Wildenstein & ( ompany

Around a bust of Minerva the artist has arranged a helmet and

cuirass, a ceremonial baton, a drum, guns, a white flag embroidered

with fleurs de lys, and a laurel wreath set beside ribbons to which

crosses of the Order of the Holy Spirit and St. Louis are attached \

companion piece exhibited with this work at the Salon of 1777 fea-

tured exotic shells and corals. '" Vallayer made her debut at the Salon

of 1771 with an Allegory "I Mush and an Allegory "I the I isual A>i\

(both Paris, Louvre) and she returned to the theme of musical instru-

ments in a handsome composition that was recently w ith Julius Bohler

in Munich." These works were certainly painted with knowledge ol

C'hardin's earlier treatments of such themes, also shown at the

Salon, and must represent a challenge to the older artist. 1 -'

I he choice

of such elaborate themes also indicates her ambition anil her desire

to create serious still-life compositions worth) ol public display

before her fellow Academicians.

( hard in never painted a still life of military paraphernalia, but his

Allegory <>/ Military Mush made foi Marigny's ( hateau de Bellevue

in 1767, is a roughly comparable work. 13 His tendency to orient his

composition parallel to the picture plane with the objects arranged to

make a series of firm horizontal and vertical accents is clearly in con-

trast to Vallayer's preference tor strong diagonal lines and a mote

casual arrangement of the chosen objects. In her military si ill life the

strong diagonal is provided by the white flag that stretches across the

canvas, A very similar compositional structure appears in the still hie

previously owned by Bohler. She has limited her colors to .i careful

harmony of dull red. blue, and gray brightened by the while flag and

bust. Typically she includes the base ol a large column in the back

ground, hinting at a selling of palatial splendor I he whole design is

beautifully orchestrated, with \ allay er in complete control ol .ill the

problems posed by the changing perspective ol curved forms in sp.ice

The result is an extremely sophisticated piece of decoration hinting

at the past military triumphs of the ow tier
'

'

55,

Still Life with Plums ami a lemon. 1778

Oil on canvas

16% \ 18'.. in. (41.6 \ 47.6cm.)

Signed lower right: \lelle Vallayer 1778

The Fine Arts Museums of San Francisco

Gift of Mr. and Mrs. Louis Benoist

This is an excellent example of Vallayer's small still-life paintings of

a kind that comes particularly close to the most characteristic produc-

tions of Chardin. A pile of plums neatly stacked in a basket, a hall-

peeled lemon, a glass with a sprig of orange blossom, and a knife

10.

Roland Michel. Is>70. mis 263 and 2fc4 [Tie companion picture is lost

I I.

[bid., no. 269. The present owner ol' this work is not known
12.

G Wildenstein. Chardin, Zurich. 1963, nos. 86, 340, and 346.

13.

Ibid., no. 345 (pi, 541.

14.

The painting belonged to a Mine. Vissitier when it was shown at the Salon of 1777.

Some research might reveal why she chose this theme.
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in\iiing us to help ourselves to this simple (lessen are set on plain

surface Still-life compositions of this tvpe originated in the I a*
Countries m the earl) seventeenth centur) and were introduced into

France around 1630b) Louise Moillon and others, \fter about 1650

larger, more complicated, more decorative designs became fashion-

able. C hardin rev ived this simple formula in the I" JOs, anil \ allaver

apparent l> found a stead) clientele for such works among her less

wealthx patrons, for these still Ii\es and her small flower paintings

constitute the majorit) of her production. \ good tutograph version

of this composition with a rectangular rather than .in oval format is

in a private collection in Sew > ork ' Ihe same basket of plums occurs

in another still life with a glass of water and two sponge cakes in the

Cleveland Museum of \rt'* Chardin had used a similar basket of

plums in a still life of around 1758 now in the (Kcar Remhart Collec-

tion. 17 If the work of C hard in is studied with those of \ allayer, his

appears to be fuzzier, more generalized in its description of the fruit,

glass, and almonds nearhv . Her interpretations of the motif are more

specific and also more freelv painted, less mwenous but in their own
wav iiist as appealing

The cultural significance of these small paintings should not be under-

estimated. Ihe continuing high qualit) of \ rench food depends upon

the ahiluv of the average r renchman to appreciate the subtle dis-

tinctions in the flavors of a particular species of plum or a tvpc of

Cheese or a growth of wine It is to such refined devotion to the sense

of taste that \ allaver and (hardin respond in these small v isual

poems m praise of the perfect peach or plum

15.

Roland Michel. 1970. n.

16.

Roland Michel discusses ihis and other examples of this motif in \'allaver s work
in "A Basket of Plums.'' Bulletin of the Cleveland Museum <>/' An. i v 1973.

17.

G. Wildenstein. Chardin. Zurich. 1963. n>
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Adelaide I.abille-(»uiard

l rench, 1749-1803

Adelaide l abille's Father, Claude I dme, ran a fashionable haber-

dashery shop m Paris. 1 Her mother, Marie Anne Saint-Martin, was a

woman of delicate health who had eight children, only three ol whom
survived infancy. Adelaide was the youngest. We know little about

hei early years. Perhaps, like Vigee-1 ebrun, she was sent to a convent

for a lew years lo learn lo read and write Perhaps she helped in the

family shop when she was a little older, she must have revealed .1

strong artistic bent, which the family encouraged Met lust formal

aitistic instruction came from I lancois I he \ incenl I I 708- 1 790). a

miniaturist whose shop was not fai from that ofhei fathei His oldest

son. I rancois Andre ( 1746-1816). later became hei teachei as well

as a close friend and, three \c.us before her death, her husband

In 1769 Labille's family situation was drastically changed She lost

hei mother anil one of her two remaining sisters She also man ied

Louis Nicolas Guiard, a financial clerk employed in Bolliard de

Saint-Julien. A legal separation was ai tanged ten seats later; the)

had no children. Although the marriage was evidently not a success,

she signed her paintings 'I abille I |emme| ( miaul" loi the test ol

her life.

Already an "agree of the Academic de Saint-I uc b> the time ol hei

marriage, I abille was not diverted from her ambition to become a

serious artist. In onlei to mastei the technique of pastels she studied

from 1769 until 1774 with Maurice Quentin de la loin, the greatest

master of this medium in eighteenth-century France and a brilliantly

incisive portraitist. She herself became an excellent pastel portraitist,

although this aspect of her artistic achievement cannot be shown in

this exhibition. In 1774 1 abille-CiUiard exhibited for the tiisi lime at

the Vcademie de Saint-I uc. submitting one miniature and one pastel,

but she attracted little attention. This was unfortunately the last

exhibition sponsored bv the Academic de Saint-I uc before (his

lively and less exclusive rival to the Academic Kovale and its official

Salon was abolished bv royal decree in 1777. She had to wait until the

Salon de la Correspondance was organized bv Pah in de la Blancherie

in 1781 to bring her work to the attention ol the general public once

more, and bv then she was almost read) to storm the citadel ol the

Vcademie Kov ale

Hei childhood friend, I rancois Andre \ intent, returned to Paris in

1775 altel foul veals ol studv in Rome He w.is made an "agree ol

the Academy in 1777. when he exhibited several works in the Salon,

quicklv establishing himselt as one of the major new aitistic talents in

Car is Labille-Guiard began studv mg oil painting with him (she chose

hei teachers well, his technique was superbi. adding another skill and

expanding hei artistic horizons in the process In l~82 she sent pastel

portraits of herselt anil ol \ incent along w it h six other works to the

Salon ile la ( 01 tespondaiice. where she was extensively praised She-

was a( lasl on (he ve(ge ol real success She wanted, however, to be

admitted lo the Academy in order to be able to exhibit in its far more

piest igious Salon I o this end. An<.\ lo counter the rumors that \ incenl

helped hei with he( wotk. she had already begun a series ol pastel

portraits ol Academicians, including \ ien, the powerful ex-directoi

ot the I rench Academy in Rome -'

< >pposition was converted lo

suppoii On \lav U, 1783. by a vote of twenty-nine out of a possible

thirty-six, she was made an agiee and a lull member immediately.

Hei great rival, Elizabeth \ igee-l ebrun, was admitted on the

same day

In 178' 1 abille-Ciuiard moved lo a larger apartment in the rue de

Richelieu w nh several of her pupils, including dabrielle ( apct

Perhaps because she had no family of her own. I ahillc-Ouiard took

great interest in the careers ol her students and was said to be an

exceptionally fine teacher She also campaigned actively to make the

privileges and advantages ot the Academic Kovale available toother

women. Shortlv after I abille-Ouiard and \ igee-l ebrun were

admitted in 1783 the Acadcmv passed a rule limiting the number of

women members to four, a quota (heir admission had rilled, for Anne

\ allaver-C osier and \lme \ ien were already members. 1 abille-

Cniiard circumvented the quota symbolically in her Self-Portra

For all ihe facts in ihis biographi the readef is referred ent

monograph on Labille-Guiaid h> fame-Marie 1'

.

These rumors were revived recentl) in the catalog of the exhibition French

Painting 1774-1830: Ttn 4ge of Revolution Paris 1974 no. 113 (entry by Pierre

Rosenberg), »here n was suggested thai X incent »a> parth responsible for her

superb portrait of Robespierre
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1785 (New N ork. Metropolitan Museum) by including portraits of

two other students, GabrielIc Capel and Mile. Carreaux de Rovi

mond, who thus appeared on the walls of the Salon, a point not lost

on the spectators.

Another obstacle faced hv 1 abille-Guiard took longer to overcome.

Her petition for an apartment in the I ouvre was repeatedly refused,

the argument being that the presence of her young female pupils m
the long, dark corridors inhabited b> so man) male artists with male

students would certainly lead to scandalous situations David had

in fact been severely reprimanded in 1787 for letting three women visit

his i ouvre Audio for lessons. I abille-Guiard only obtained an apart-

ment in l~9s and up to then had to make >.\o M ith an annual pension

of a thousand pounds as compensation.

I abille-Guiard was recognized as a majoi portrait painter throughout

Parisian artistic circles hv the mid- 1780s, hei chief competitoi being

the vounger. more precocious, and more socially adept Elizabeth

\ igec-l ebrun I heir works had long been compared, sometimes to

the advantage of one. sometimes to the other Some personal enmity

was assumed too, perhaps with reason, foi \ igec's memoirs contain

some cutting remarks about her rival, who is never mentioned b\

name I abille-Guiard's views on \ igee are not recorded rhey shared

some o\ the same patrons Hubert Robert. ( laudc Joseph \ cruet.

and the Mesdames Vdelalde and Elizabeth (the aunts of I ouis xvi)

sat for both artists but onl> \ igee enjoyed the patronage and support

oi Mane Antoinette I abille-Guiard was given instead the title

"I'eintre des Mesdames." Significantly neither woman was made
"Pemtre du Koi

"

\ igee- 1 ebrun's highl> publicized relationship with the queen meant

that she had to le.^e Paris m i"s^ i abille-Guiard, who supported

the Revolution, remained in the city, but she had tew commissions

m 1789 and 1790 and was ill for part of this traumatic period she

gradually found a new circle of patrons among the supporters of the

Revolution. She collected her debts from Mesdames and asked

Robespierre for a sitting In l~8~ she had shown nine portraits in

the Salon, all of members of the royal family or the aristocracy In

I
~9

1 she exhibited eight portraits oi Deputies of the National

\ssembl> \i.id it not been for one tragic event, she would have sur-

vived these devastating political upheavals relatively unscathed Hei

personal tragedy was the order to destroy her huge, partlv finished

painting. 1 in Reception ofa Knight of St. Lazare by Monsieur,

Grand Mastt < ••* tht Order, her most important commission to date, a

huge Canvas on which she had already worked for two and a half

vears (Passez, no KM i She had hoped that it would gain for her the

prestigious title of history painter in the Academy but such glori-

fication of the monarchy was not to be tolerated then In 1793 she saw

her greatest dreams and ambitions go up in smoke, and she was

never able to summon up the energy to create a comparable work

with a less controversial political content. She sent fewer works to the

Salons of 1795, 1798, 1799. and 1800 than she had in the past, then

stopped exhibiting entirely Her health, nevei robust, declined further

and she died in 180 I

Vlthough Adelaide I abille-ciuiaui never enjoyed the celebrity status

o\' \ igee-l ebrun. many critics have believed her to be the better artist.

Hei artistic training was longer and more thorough. She was a slow

and careful workei Who maintained a more consistent level of quality

than hei iival She was also a more perceptive student of human
character, never indulging her sitters with the superficial flattery that

can mar \ igee-l ebrun's productions. I ahillc-C iuiard did not pose hei

sitters as inventively as \ igee-l ebrun did, but her direct, unpreten-

tious presentations are always thoughtful and appropriate. Finally,

she was a beautiful paintei who enjoyed describing the colors. tex-

tuies. and details of hei sitters' clothes and who had a remarkable and

extremely subtle sense of color.

I abille-Guiard's careei is of historical importance because she

extended the range of possibilities lor all the women artists m Paris

who came alter her She herself demonstrated what a determined and

gifted woman could achieve In overcoming the obstacles of a non

artistic family background of low social class, of an unsuccessful

marriage (the situation at least left hei free to pursue hei career), and
ot an Vcademy that admitted lew women and then only grudgingly

with limited privileges. She gradually raised her own goals from being

a miniaturist, to making full-si/e pastel portraits, to working in oil.

and finally, the ultimate goal ot all set ious painters o\' that lime.

to history painting Hei few large, multi-figure portrait compositions

ate admirably constructed and suggest that she could have handled

even laigei canvases, but her training did not really equip hei to meet

the challenge represented by narrative history painting. It is greatly

to her credit, and tv pical of hei character, that she was never satisfied

with hei achievements and successes but continued to set herself

even more difficult tasks She was a feminist both in theory anil in

practice, opposing artificial barriers to the fulfillment of women's lull

potential anil working to have those barriers removed. Every later

woman artist owes Adelaide I ahillc-( nnard a debt of gratitude.

rait oj Madame de Genlis, 1790

Oil on canvas

29' m x 23% in. (74 x 60 cm.)

Inscribed lower left: I abide dme (niiard 1790

Bethesda, Maryland, ( ollection Mis Harry Woodward Blunt

I elicite du ( rest de Saint Aubin ( 1746-183 I ), the wife of Alexis

Brulart. ( omte de Genlis. was well known in Paris society as a gifted

musician, brilliant conversationalist, writer, and educator of aristo-

cratic children. After her father, the Marquis de Saint Aubin. lost his

money when she was an adolescent she had to complete her educa-

tion on her own. Her marriage to a wealthy young officer at the age of

seventeen solved her financial problems, however, while the mar-

riage of her aunt, the Marquise de Montesson, to the Due d'Orleans

gave her an entry into court society, where her musical and dramatic
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gifts were much appreciated She became the mistress of the Due
ile ( hartres but also a good Irnnil ot Ins wik- t whose "dame d'honneur

she became, while her husband was made ( apiain of the (>uard at the

Calais koval

In 1777 Madame de ( icnlis w ithdrew from SOCiet) to content;

on educating her daughters, whom she taught at the convent of the

Dames de Belleehasse along with the daughters of the Due d Orleans

and Pamela, who was born from her liaison with the Due de ( harti

In 17X2 she also took on the education of his three sons, including the

Due de V .ilois. latei King I OUis I'hilippe It was a move that bl

with convention, lor hovs were normal I) educated onl> bv mali .

ernors. She subsequently published her views on education in I

(tune gou\ ernantt (1791)

Despite hei enthusiastic lupporl of the Revolution 'she dropped her

titles and became la citovenne Hrulart "i. hei cl" ilion with

the COUd made hei suspect and she left fol I ngland in 1791 where she

remained m exile foi several years She returned to favor eventually

under Napoleon but lost the pension he gave her in the Restoration

and had to live on the proceeds ot her w ritings She died shortly after

her formei pupil I ouis I'hilippe. came to the thi.

I his bare outline ot the lite of Madame de ( unlis. which can be tilled

in bv reading her own livelv memoirs, is sufficient to prove that she

was a woman of considerable character and intelligence whost.

al COUII depended largelv on her own abilities \ igec-l ebrun. who
met her a couple of times, reported that her gitts .is a raconteur were

such that even people who professed to dislike her were enchanted bv

her company She was again according to \ igcc-l ebrun. not a beau-

tiful woman but she had a wonderfully evpressive fact ' I abille-

Guiard's marvelous portrait admirably conveys the siner's strength

ot character and selteonhdenee at a time when she w .is about !•

considerable personal difficulties once more I he sober, almost mono-

chromatic color scheme of varied grays is relieved only bv the green

chair back and the red embroidery on her gloves, but the limped

ribbons of her hat and the lace trimmings on her costume keep the

image from becoming tOO severe I his work is certain!) one ot

the best produced during the artist s latei v i

I

the biographical material here is drawn from the extensive sketch in

Passez's Nx>k
4.

in, Pans. 1869 ed . i

IS"



Marie \ ictoire I emoine

French. 1754-1820

Marie \ ictoire I emoine exhibited some tweut) portraits, miniatures,

and genre pictures of children in the Salon dc la c orrespondance m
1779 and 1785 and in ihe official Salon of (he Academv between

l~^and 1814; toda) the locatiomof onl) three self-portraits are

certain!) known. 1 As with Duparc Bouliar, and I edoux, we are

poor!) informed about her life and training Her first known teacher

was I G Menageot 1 1744-1816), an accomplished academic histor)

painter and portraitist, who did not establish a studio in Cans until

l "4. when l emoine was twenty. Ihe genre subjects thai 1 emoine
sent to the Salons "young girl holding a dose, "small bov pl.o ing

a v lolin." "young girl cutting lilac" sound as if the) were Strong))

influenced hv the work. ofGreuze, and thus were pictures ol a delib-

erate sentimental it) that would ha\e little appeal for educated

modern taste ' '» el there is no excess of Greuzian sweetness m hei lew

surviving works, particular!) not in her masterpiece, her self-portt.ut

at work in the studio of Mmc \ igcc-l ehrun icat DO. 57) I his

unashamedly ambitious tour de force declares I emoine's abiht\ to

work on a large scale, to orchestrate an elaborate composition, to

Combine portraiture and genre, to provide moral instruction, and even

to paint still life. Nevertheless she apparent!) never caught the public

imagination, judging from her limited reputation, and can have had

onlv a modest success Wuh Menageot in Italv from 1792 until IXO I

and \ igee-l ehrun also absent. 1 emoine's troubles mav be partlv

attributable to her lack o( influential supporters ( )nce again, we can

onlv lament the absence of the most elementarv archival research

and hope that scholars will include I emoine in a long overdue investi-

gation of the numerous women artists who came into prominence in

Paris when the Salon was opened to them in I
~°-

I

;
-

Interior ofthe Atelii M man Painter, l~4h

Oil on canvas
;

in. i I 16 n.)

New > ork. The Metropolitan Museum o\ Art

Gift of Mrs. rhornycrofl Ryle (57.103)

57

i.

For her Salon exhibits, see Bellier-Auvrjv m V v. H-Portrait \n Ihe Musee des

Beaux-Arts. Or . hibited at Castres in 1
- Another Self-

Portrait, in the collection of \v ildenstein A. Co., New V>rk. » as inhibited in

Raleigh. North Carolina Museum of Art. lsC2 mo I I). Thicmc-Becker (».».) lists

a portrait miniature of Daniel Schedvin in Stockholm A Portrait of \fme de
Lucqut. which came from Lemoine's family, was exhibited in Pans. Galehe J.

Chaipentier. 1926 (no. 691. and sold in London on December 14. 1934 (Bene/iti

The Portrait of the Prim-ewe de Lamballe shown by Lemoine in the Salon de la

Correspondance in P79 was sold in Paris in 1926 iVenic Mme \. December
6-7; Benezm A version was w ith VV. ildenstein in 1945 <Fnck Art Reference

Library files ) Finally a Portrait of the V'icomtesse a" Angen ille by Lemoine is

repr. in R. de la Vigerie. Genealogie de la Famille Turgot, Alencon. 1930. 46 (I

owe this reference to Vivian P. Cameron).
l

A painting of a Young Girl Holding a Cat. signed by Lemoine and dated 1780.

was with the Howard Young Galleries. New York, in 1926 i Fnck Art Reference
Library files). An excellent analysis of the significance of this phase of European
taste is provided b) Anita Brookner's Greuze: The Ri\e and Fall of an Eighteenth

Century Phenomenon. London. 19"

2
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I he title given above was used for the picture when it was exhibited

at the Salon of 1796. When it was included in the historic exhibition

of women artists held in Pans in 1926, the two women were identified

as Vigec I ebrun in her studio giving a lesson to I emoine. There has

recently been some debate about those identifications, mostly in the

form of letters and oral opinions in the curatorial files of the museum.

I he features of the standing woman correspond well, however, w ith

those Vigee-I ebrun recorded in her own self-portraits, and. as Joseph

Baillio correctly observed, the white gown that she wears agrees with

her own descriptions of the clothes she preferred.' I emoine painted

two other self-portraits'' in which her features are shown to be too

uneven for the standing figure to be identified as her self-portrait.

But. making due allowances for the difficulty of comparing full-face

with profile views, the seated figure could plausibly he I emoine It

must be remembered that in 1796 I emoine was forty-two and \ igee-

I ebrun forty-one. Both portraits are therefore somewhat idealized '

Why should 1.emoine paint herself in the simlio of Vigee-I ebrun

as if she were receiving instruction from this famous artist, who was a

year younger than she and never had students except lot a brief period

early in her career ' Was the picture painted before V igee-l chum left

Paris for Rome in 1789 and only sent to the Salon at a later date, or

was it painted for the Salon of 1796? What is the subject of the paint-

ing on the easel and how does it relate to the theme of the whole '

Before scholars realized that this painting was exhibited in the Salon

of 1796, it was dated around 17X5. 7
I he clothes would, however, sug

uest a date in the early 1790s. according to Stella Blum of the ( oslume

Department of the Metropolitan I he Salon had been open to women
since 179 I . which also suggests that the woi k was painted tor the

1796 Salon rather than a decade earlier and then kept in reserve

The subject is clearly some kind of tribute to \ igee-l ehiun. as John
Walsh has noted, w ith I emoine seated, so to speak, at her feel I he

explanation for I emoine's choice of theme would seem to be the

campaign waged by Vigee-I chain's husband and others to get her

name removed from the list of emigres, thus making n possible foi

her to return to Paris safely as well as preventing the confiscation of

her property." In 1794 I ebrun had published a defense ot his wife.

fellow artists signed petitions in 1796 anil again in 1799. but only in

June 1800 was her name finally cleared I emoine's picture makes

better sense as part of this campaign than as an isolated tribute

painted for private consumption but exhibited at a later date 1 he

simplicity of Vigee-I ebrun's dress and the restrained elegance of

her surroundings might be read as a response to the rumors thai she

had made and hoarded huge sums of money I he white dress even

allows us to interpret her as a sy mbol of innocence

Vigee-I ebrun had dedicated herself to tier profession and is presented

as a sort of high priestess of painting, inviting other women to dedi-

cate themselves as wholeheartedly as she to this demanding vocation

Vivian P ( ameron has. however, suggested another reading, namely

that the painting was intended by I emoine as publicity foi \ igl

l.ebrun's talents as a history painter Since the latter, unlike I ahille-

Guiard. never made any effort to be rccogni/cd by the Aeadern .

history painter after submitting her morceau dt receptt

Restoring Abundance (Pans. I ouvre), this interpretation is less prob-

able, especially if the work was painted after \ igee-l ebrun had left

Pans. I he whole work is. however, a bold announcement of I emoine s

ambition to do more than paint portraits and Grcu/ian half-length

genre figures

One interpretation of the painting can be discarded, namely thai it

depicts an actual teaching session held by \ igee-l ebrun for I emoine
I here is no evidence that the former ever taught the latter Not only

was I emoine a year older than \ igee. but \ igee also disliked her

brief experience of teaching and quickly abandoned it when she no

longer needed to supplement her income She reported in her mem-
oirs that she was a poor disciplinarian and found it tedious to instruct

beginners in the basics of art '"
I fie relationship between the two

women arlists shown here is thus sy mholie. not realistic

I his work is an elegant synthesis oi Marguerite Gerard's interiors and

the compositional clarity associated with Neoclassical painting.

I emoine could have seen Gerard's work in the Salons I hi N

Cal approach she would have learned from Menageot. whose pictures

of subjects like /// /
' •• (1777, Chartres) helped

prepare the ground foi David's success in th< emoine's earlier

P irtrail of 1777 m Orleans is not only tar simpler in conception

but is also far less well drawn and composed than that of 1

\ strong desire to make a big impression after not exhibiting in the

Salons tor ten vears evidently spurred I emoine to surpass herself

I he implications ot the subject deserve further investigation, but the

full meaning of this fascinating self-portrait w ill not be clear until

we know tar more about I emoine herself

The unfinished picture on the easel shows a priestess gesturing toward

an altar that supports a statue o\ Athena, goddess of w isdom, and a

young woman kneeling before it. The obvious interpretation is that

A Portrait of Pauline Bonaparte, signed XI .Vie I emoinc. uas in the

collection of Mrs. Theodore Humphrey of New s ork in I^U i Flick An Refer-

ence Library photo). It was a big painting (6T \ 44' i of considerable elegance
but with a simpler design than the Metropolitan picture Perhaps I emoine w.'s

more successful than she now appears to ha»c been

4.

Letter in the curatorial tiles of the museum in which he also points out that the

artist dressed herself "all'antica" in her Selt-Poriran » ith Her Daughter oi

(Paris. Louvre

i

5.

See note 1 of her biography above
6.

Baillio noted that Lemoine was a blond and the sealed woman in this work
appears to be brunette Vigee-Lebrun also shows herself with darker brown hair

than that depicted here

7.

Lhis nas the dale given when the painung wjs exhibited in Baltimore in 191

date belore l"s y is implied b> Joht alog for the Mclropo:

exhibition. Portrait of the Amu also held in

•

For details, see the carefully documented article by M A Tuetey. L'emigralion

de Madame X igee-I ebrun." Bulletin Je la Sociele .:•

1^11. I64-K2 I ebrun's pamphlet. /'

Lebrun. peinire iParis. 1794), is 'he first published biography of the artist His

efforts on her behalf began in

y

Letter in the curatorial museum It is only fair to point out tha -

expressed her wews several vears .ig.' when she believed that it was painter

85 and may have since changed her mind. There is no known wo--

Lebrun resembling the composition outlined on the ca

10.

Vigee-Lebrun, Souvenirs, P.ir : She started taking p

after her marriage, that is in I" 7 ? Menageot. who is documen;.

teacher, had set up his Paris stud:. er.

189



Marie l.ouisc Kli/abcth \ iyec-1 chrun

I reach, 1755-1842

Elizabeth \ igee-l ebrun, .in she is now usual!) called, vies »nh
Angelica Kauffman lor the title off most celebrated woman artisl ol

their time No women artists since have enjoyed the kind of success

and admiration that the> received. I heir careers thus represent .1

special historical phenomenon that makes it hard in some respects to

evaluate their achievements. \ igee-l ebrun was precocious ami

became a successful portraitist of the Parisian aristocrac) before she

m as twenty. Hv the time she was twenty -five, she was working lot

Queen Mane Antoinette I he Revolution interrupted her career in

I ranee hut her successes continued unabated in other European capi-

tals. Wherever she went Rome. Naples. S enice. 1 urin. \ ienna.

Dresden, st Petersburg, Moscow. I ondon, Geneva she was warmly

creeled h> the luita, deluged with invitations, anil given an

endless succession of well-paid commissions that would have made
her an extreme!) wealth) woman had she not had the misfortune to

man) a chronic gambler when she was twenty ' Met Souvenirs.

written a tew years before her death, provide a fascinating, if one-

sided, account of European society in the late eighteenth and earlv

nineteenth centuries She was an artist of extraordinary stamina —
she produced rough!) eight hundred paintings and original

achievement, whose contribution to the art of portraiture and to the

taste of her own time has vet to receive the serious treatment it

deserves, despite all the fanfare surrounding her career

She was born in Paris on \pnl I*. 1755, the daughter ot l ouis \ igee.

a pastel portrait painter who taught at the Academic dc Saint-I UC

hrom age six to eleven she staved at a convent, learning to read and

write and. as she later reported, spending much of her time drawing

heads in the margins oi her schoolhooks and in those o\ her friends ( )n

her holiday visits home, her fathers friends Gabriel Francois Doyen
i 1726-1809) and I' Davcsne encouraged her and gave her some
instruction in drawing and oils. Doyen continued to encourage her

after her father's death in 1767, as did Joseph \ ernet She took more
drawing lessons from Gabriel Briard. who had an apartment in the

Louvre, and studied the old masters in public and private collections.

she mentions particulai l> m her Souvenirs Rubens' / //< oj Vfarii de'

\/< ,/i« i in the Calais de I uxemhourg and. in the I OUVre anil else-

where, paintings hv Kuhens. Rembrandt, v.ui Dvck. Raphael,

Domenichino, and Greuze (foi "a good lesson ... in the half-tints to

he found in delicate flesh coloring").

Hv the time she w as fifteen, she w as earning enough money to suppoi I

her widowed molhet and hei youngei brother, 1 -hemic, although not

in much comfon Hei mothei married a rich jeweler, hoping thereby

to improve hei family's situation, hut he proved to he a misei who
"displayed his stinginess hv limiting us to the absolute necessities o(

life, although I was good natuied enough lo hand ovci everything I

earned "-' Meanwhile Vigce's clientele was improving, She painted

( ounl Shuvaloff (cat. no. 58), the first of main Russian patrons; the

Duchcsse de ( hartres. the ( omtessc de Hiionne; and the Princessc de

I orraine Aftei success w ith such patrons, access to Versailles and

the couit soon followed, In 1776 she painted the king's brother, Mon-
sieur I wo veais later she painted him again and his w ite. In 1779 she

tinallv met Mane Antoinette (according to the Souvenirs, it was an

accidental encounter in the paik at Marl) ) and painted the first of

manv portraits of her Pressure from the queen helped Vigee-I ebrun

become a member ol the \cadeniie Roy ale in 1783, despite the fact

that hei man iagC to a picture dealer disqualified hei ' I rom this point

onwards, hei career was a succession of international triumphs.

After escaping Irom I'aris the night that the king and queen were

arrested, she traveled lo Italy, where she lived from 1790 lo 1793,

mainly in Rome and Naples, though also visiting Florence, lurin.

and Venice She spent the next two years in Vienna, then traveled to

St Petersburg in 1795. where she remained for six years, with a five-

month stav in Moscow. She finally returned to Paris in 1801. but

despite a warm welcome decided to go to I ondon. She Stayed in

Ingland for three years, painting the Prince of Wales and arousing

the jealousy of many Inglish artists before returning to Paris. I rom
I SOX to 1X09 she was in Swit/erland. where she met and painted

I.

According lo the artisl herself, she had earned more than a million francs by

I7H9. almost all of which her husband sptnl on "Its lemmes dc mauvaiscs moeurs"

and gambling i Souvenirs, 1*69 cd . i, 14). There- is an abridged English transla-

tion by Lionel Strachey (New York. 1903) and another, even briefer, by Gerald

Shelley (London, ca. 1945). A reprint of the original French edition with at least a

good index of proper names is long overdue.

2.

V igtc-Lcbrun. lX69ed.. i, 15.

3.

As D'Angiviller noted in his petition to the king for her admission, rhe wife was

identified with the husband's profession, even if she did not participate actively.

Lebrun was a prominent dealer who met his wife when he first let her copy the old

masters he had in stock. The documents concerning her admission are quoted

by Nolhac (37ff.).
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Mmc. dc Stael < ixox. Geneva, Musec d'Art). She was now, m her

mid-fifties and less able to tolerate the great hardships imposed by

travel al that lime, hardships she describes graphically in her memoirs
She settled down in Pans and bought a country retreat at I OUVe-

ciennes. Her husband, a continual drain on her finances at long as he

lived. finally died in 181 V Her daughter returned from Moscow and
.1 bad marriage in 1X18. already seriously ill. she died a year IateI

I hemic Vigec died in 1820. leaving \ igcc-l ebrun w ilhout the

Comfort of close family tor the last twenty -two years of her lite ishe

was cared lot by two niecesl She sent works to the Salon until 1824.

but her production had declined by I8|(i Her Souvenirs were pub-
lished in 1835 and 18*7 She died in Paris on March M) 1842. and
was buried m I ouvecieniKs beneath a gravestone with rebel

eai v nig ol a palette and br ushes. as she had requested in her w ill

\\ i th no reliable model n catalog of he! enoirnous OCUVTC available,

any estimation of hci artistic achievement can be dismissed as pic

mature Enough Ol her work is known nevertheless for it to be deal

that main ol the existing estimates are p.itioni/mglv inadequate

Met portrait ol hei brothei from St l ouis K ny \rt Museum),
painted when she was eighteen, is sufficient ptoot of her piodigious

talent Not all of hei poiliails are masteipieces and some ol hct

female sitteis ale psv chologically vapid, but the same can be- said of

ever) othet portrait painiei then active I nough ol her work is ol

indubitably high quality loi hei to be ranked with the best portrait

painters Ol the late eighteenth ,,fn\ earl) nineteenth centur lev I he

speed al which she woiked meant that she did not always pioduce her

best, and it must be icmcmhcrcd that her work is bound to seem
uneven as long as there are so main copies, replicas, and mutations

parading as authentic pictures

Hei memoirs make it cleat that she was interested m the personalities

of her Clients and was Itillv awale that a number ol hei fashionable

sitters had little to recommend them but a charming physique She

produced her best work when she painted friends ithe Huh, // H
Ol l~88 in the I OUVre); when she was dealing with a major client

whom she admired it he Portrait oj ( hariet Alt \inntr< ,/< ( alonnt tig

22. p 42l. and when she herself was especially struck by the beauty

ot . i customer ithe Varvara Ivanovna Varishkim ol 1800, cat no

'> I i She was endlessly inventive w ith poses, formats, and settings,

though not above repeating a successful arrangement tor a different

client in another city ' She knew the value ot a simple, straightforward

presentation fol some sitters and a more complex bit of Staging for

others Mme Narishkine, the ideal loKtoy heroine born titty years

too soon, looks straight at us. her perfect oval lace, dark hair, and

daik. slightly Oriental eyes needing no artifice to win the viewer's

attention ( hartes \lc\andte dc ( alonne. ( ontroleur-( leneral des

\ malices, is given an appropriately rich setting as a toil to his

serious, black satin outfit a sweep ofdamask curtain, a carved and

gilded desk and chair, a fluted pilaster, and a picsc ot paper inscribed

"Au Koi Hubert Robert, the most amiable ot people according to all

his friends, is presented instead as a symbol "I creative inspiration.

The ha It -length portraits ol Countess Skravonskaia fans 1 ,.m nl : ,,nd of Grand

Duchess Elizabeth Uexievna (Montpellier, Musec Fabre) both pose the sitter

facing left *uh their arms resting on a cushion which fills the left foreground

ihoth exhibited at Castries, 1973, 12 and U> The composition usi-d tor the Com-
tesSC du Buquoi icat no MM «.,s used again tor Countess Ann

i.l Mycielski i St Wasylewski Portret) P„hkie Ehzbiei* I

1842, Poznari, 1928. opposite 20)

I9|



This is a portrait masterpiece oftrul) romantic fervor, an idealization

of artistic genius conveyed «ith striking realism the fleshy, ruddy

face, the bald head, grav hair, tight jacket, forceful pose .in

indelible image

In man> of her portraits of female aristocrats, as in her descriptions

of the nobility in her Souvenirs \ igee-l ehrun is inclined to exag-

gerate their charms and gloss ovei those imperfections that would

give the image some individual character She is especially prone to

gi\mg all her «omen uniform]) large eyes. Herown self-portraits are

almost outrageous!) flattering I here is no doubt that she was herself

a beautiful woman, but in her x ail in the I fftzi, painted when

she was thirty-five, she barel) h>oks twent) Met self-portrail with

her daughter in the I OW re. painted the year before for D' \ngiv iller.

is equally misleading I his flattery was of course crucial to her

success w nh the rich and well-born, but it would be quite w rong to

imagine that her own charms, combined with a modicum of talent,

could have won her the kind of reception she received throughout

Europe. In spite ofeverything, one might say, she was an exceptional!)

fine portrait painter Her achievement will onl> be understood,

however, after some patient scholar has collected together her scat

tered oeuvre. weeded out the interlopers, studied the w ide range of

sources that she absorbed and used, and published the tesults

Finally, no biography w ill do her justice if it does not take into

account the historical context of her career, a gradual!) disinte-

grating aristocratic SOCICt) of which she was an ardent supportcf and

for which her work, written as well as painted, provides an incom-

parable record

Portrait oj
"

<

Oil on canvas

)3x24in iS>S\M cm i. oval

Raleigh. North ( arohna Museum of Art

Original Mate \pproprialion <<2 Y 224i

Count Ivan Ivanov ich Shuvaloff i 1727-1
"
4 ~

> was one of \ igcc-

I ehruns first distinguished patrons whose support helped to bring her

other influential clients from Parisian societ) ShuvalotT (his name is

spelled in various ways bv I nglish and I rench writersi was grand

chamberlain to Empress Hi/aheth n of Russia and also her lover,

according to the artist's memoirs * He was the founder ol Moscow

I niversitv and the Moscow Academy of Art \ igee-l ebrun. who was

only twenty when she painted him. later described his character in

flattering terms "He united the most thoughtful COUTteS) w ith a

perfect manner, and since he was the most excellent of men. his

presence was sought bv the best company."1

The count is shown almost half-length, wearing a fur-edged jacket

with two decorations beside the left lapel. He also wears several bands

of moire silk ribbon across his w aistcoat. presumably the marks of

other honors. His body is turned slightly to the left while he looks

out of the picture to the right. The averted goye gives him an air of

reserve appropriate to an important aristocrat, I he paint surface

seems to be a little thilUKI and less Qtardinesque than in hei Portrait

ofEtiennt Vigie (1773, St. Louis, Cit) An Museum), with passages

ol sketch) brushwork, especial!) in the areas suggesting hair and fur,

that look forward to her mature technique. Altogether the Portrait of
Count Shuvaloff is a remarkabl) confident and polished perform-

ance fol a voting artist, demonstrating both her precocious talents

and her independence. She has not sought to imitate the detailed

finish and surface polish of the best-known portraitists then active—
aitists hke Duplessis, l ll Drouais, and Greuze. I he summar) skill

seen here was then associated onlv w ith the more informal pastel

portraits of J M Pet ronneau.

59.

Portrait ofthe Marquise dc Jaucourt, 1789

Oil on canvas
4s v ?J' ; in. (114? x 87.6 cm.)

New ^ ork. I he Metropolitan Museum of Art

c.ift of Jessie Woolwortri Donahue (54.182)

IX-spite the uneaS) political situation that forced \ igee-l ebrun to

leave Paris in October of I78s>. she completed thittv seven paintings

thai sear according to the list she appended to hei Souvenirs. This

portrait of Marie Charlotte Louise Perrette \glae Bontemps(1762-
appears among them as "Madame de la < hitre." rhesittei had

married ( laude l ouis, ( omte de la Chatre, in 1778. She was twenty-

seven when she sal for \ igee-l ebrun Her father was "premier valet

de chambre" to I ouis \v . hei uncle was the financier Hea.jon. whom
the artist also painted, rhesittei latei divorced hei fiist husband and

married I ranCOIS \nnail de Jaucourt (1757-1852), which explains the

present title of the picture s
I hese biographical details about the men

to whom she was related bv birth or marriage tell us nothing about

the woman herself; foi that we have onlv the image pro\ ided In

\ igee-l ebrun.

I he glorv ol this portrait is its m.u velous composition, which con-

sists of long, sweeping, descending diagonals and curves thai begin

with the (ill of her hat anil are picked up bv the sofa back, her arm. the

angle of the pillow on which she rests, and the creases of her beautiful

white dotted voile skirt I he color scheme is limited almost entirely

to flesh tones anil neutrals I he gray ground and white dress that

dominate the canvas are contrasted only by the blue gray sash and

hat ribbons, the dark green velvet upholstery, and the gold embroi-

dery along the cushion seam I he marquise is portrayed as a fashion-

able lad) of leisure She is reading a small book a novel perhaps

but the portrait does not imply serious intellectual pursuits, only

pleasant distractions. I he tinge of melancholy in her expression can

be explained as a touch of ( iieu/ian sensibiliti rather than as a fore-

boding of the difficult times to come.

We know from her memoirs that the artist wore plain white muslin

dresses, which she dressed up with sashes and scarves. She often

speaks of persuading her sitters to adopt similar costumes for their

Joseph Baillio is completing a dissertation on Vigee-Lebrun for the University of

Rochester. I am extremely grateful to him for discussing my exhibition choices

with me and for many pertinent suggestions For the earlier literature on the

arnsl. see Blum. Hautecoeur. Nolhac. and Helm in the bibliography. Michael

Levey I An and Architecture of the f.mhteenth Century in trance. Harmondsworlh.
1972. 187-88) gives a good if slightly grudging appreciation of her work. The
catalog for French Painting 1774-1'830: The Axe of Revolution (Paris. 1974.

664-6X1 provides a scholarly discussion of three works and substantial biblio-

graphical leads

6.

Vigee-Lebrun, 1869 ed.. I, 15-16. See also Nikolenko. no. 46. Nolhac gives his

full name as Count Paul Andrewitch Chouwaloff (1908. 161).

7.

Vigee-Lebrun, 1869 ed.. i. 16.

8.

All this biographical information was supplied by Joseph Baillio. to whom I am
extremely grateful.
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portraits, the intention being apparently a timeless, classic simpi

(he aim has partly been achieved in this portrait I he enon
henbhoned hat we would hide behind the v>fa .ind we would re;

or loosen the fichu, but the marquise's diess would still be app:

priate for a summer part) today \ igee-l ebrun helped U

I rench Fashion away from the slitt. elaborate dresses favored during

the Ancien Regime to the simple, high-waisted. classically inspired

white shifts seen in the Dircctoire portraits ot David, for example

None ol hei female clients, however, adopted a dress .is austet

simple as tfiat the artist chose tor her own portrait of this •

(Paris, I ouvre).

60

Portrait ofthe Comteut d< Buquoi 1791

Oil on canvas

53W \ 39 m (136 x 99 cm I

Inscribed lower right I I \ igcc I ebrun a Vienne
New York Wildenstein St ( ompati)

\ igee-l ebrun traveled from Italy to \ lenna in 1791 and spent two

v ears there She records this work in her memoirs as follow -
I

remember thai Prince Paar, to whom had been brought the

poiti.nl thai I had made Of his sister, the good anil charming ( omtesse

dll Buquoi, invited me to see the portrait al his house- I found the

painting hung in the salon, and. since the woodwork w.is painted

while, which generally kills paintings, he had arranged a large green

drapery which surrounded the frame and fell below it In addition tor

the evening fie had arranged a candelabra with many candles and a

reflector in Midi w.i\ that all the light was directed towards my
portrait It is useless for me to say how touched a painter is by this

kind of gallanti

A number of the artist s Italian and \ icnnesc portraits use landscape

backgrounds but few as effectively as here, even if the waterfall on the

tight is geographically preposterous \ igee-l ebrun recorded her fern

and admiration on first seeing large mountains when she crossed from

\ lance to Italv in 1789 "' Her list of works records landscape sketches

made m Italv . and later in Sw it/erland. and she also describes sketch-

ing in the parks neat \ lenna < >nc passage seems especial I) appropriate

to this wot k "
I

I fie par ks in the outskirts of \ lenna have natural

mountains, wooded along their summits, one finds there deep ravines,

which line crosses on elegant bridges, natural rivers, and brilliant

cascades which descend with rapidity from the heights "" the .1

live romanth springs irresistibly to mind Beethoven had just moved

to \ icnna. Schubert was Kirn there tour years after this picture was

painted Beethoven's Pastoral Symphony. Schubert's Winterreist song

cycle, and \ igee-l ebrun's \ iennese portraits w nh their splendid

landscape settings are all part ot a culture that responds to nature with

strong emotions In her work we sense only rapturous pleasure in the

glorious spectacle of mountains, waterfalls, and flourishing greenery,

while in their music we obv iousIv rind a far more complex range of

responses It is significant that her figures confidently dominate their

1 ebrun, lx^s-ed

10

Ibid. 133

II

Ibid
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surroundings: the rational mood of the Enlightenment in still in

control of the visual imager)

61.

>•.•>.•:. 1800

Oil on canvas

25x21 '-. m. (63.5 \ 54.6 cm.)

Signed lower loir I h Vigee / LeBrun 1800 a Moscow

Columbus (Ohio) Gallery of Fine \rts

Derb) Kind Purchase (63 19)

(See color plate, p v

The love of Mexander for a charming Polish woman, whom he

married to Prince Narishkine. is known all over Europe. I saw

Madame Narishkine, ver\ young, al the courl of St. Petersburg She

and her sister arrived after the death of their father, who was killed in

the last war oi Poland. Ihe eldest of the two might have been sixteen

lhe> were ravishing to see, the) danced with perfect grace, and soon

one made a conquest w ith Mexander, and the other w nh C onstantin.

Madame Narishkine had beautiful, regular features, her figure was

slim and supple, her face, which seemed perfect!) Cireek. made
her quite remarkable; hut she did not have, in mv eves, the celestial

charm of the Orand Duchess Elizabeth

Thus the artist recorded her impressions oi Madame Narishkine.

whom she painted in Moscow in ISOO. according to the inscription '

'

The "perfect!) Cireek features encouraged the artist to dress the sitter

in a classical!) inspired costume Her hair is parted over the hrow and

controlled hv ribbons, as is the artist's own hair in her self-pot ttait

with her daughter i l~Ss>. Paris. 1 ouvre), also "all'antica It was a

fashion she mentions promoting in Paris, where she once created a

sensation hv giving a dinner pattv with herself and mans of the guests

in improvised classical costumes and with the food served on genuine

htruscan dishes " Ihe cloak looped up over one shoulder and fastened

w ith a simple brooch, the simple dress fastened w ith a cord reflect the

artist's taste Her judgment was correct Ihe costume, blue skv. and

simple, frontal presentation are perfect foils for Ihe evtraordinarv

natural heautv of this voung Polish sitter Ml

i:

\ lgee-Lebrun. 1K69 ed . i. 136. A portrait by Vigec-Lebrun of Grand Duchess
Elizabeth is in the Musee Fabre. Montpellier (exhibited at Casires. 197.1. no. 32.

repr.).

13.

Nikolenl no. I vi identities ihe sitter as the illegitimate daughter of
Countess E. P. Stroganov and Rimsky-Korsakov (not. presumably, the com-
poser!, who was given the surname Ladomirsky. She does not cite the passage

from the Souvenir! quoted above, which would seem to fit the subject of this por-

trait perfectly. The portrait had previously been said to represent Princess

Tufialkin. which is certainly wrong.

14.

Vigee-Lebrun. 1869 ed.. i. 67f.
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(iabrielle Capet

French, 1 76

1

-18 17

Gabriel le ( apel was horn into a family of very modest circumstance*

in Lyon on September 6, 1761. ' Hei lather was described as a "dom-
estiquc" (household servant) in her baptismal certificate How she

escaped from a life of humble toil in the provinces and came to Cans

to train as a painter is not know n. She must have displayed such

remarkable gifts that some local patron was moved to sponsor her

training and her transfer to the capital, where she entered the Studio

of Adelaide Labille-Guiard before 1781 ( apet's lifelong devotion to

Labille-Glliard implies a profound sense ot debt to the person who
taught her. promoted her. and in ever) wa) changed her hie ( .tpet

lived in the household of her t cache i from 1782 until the I. it let's death

and cared for her during her final illness It is ( apel and hei close

friend. Mile. ( arreatix de Rosamund, who appear beside then teacher

m Labille-Guiard's masterly Self-Portrait of 1785 (New Wrk. Metro
politan Museum). ( apel is also the subject ofoneol I abille-Guiard's

most restrained and perceptive portraits of the 1790s (Pans, private

collection).1

Capet began by painting portraits in pastel and oil but eventual!)

became a specialist in portrait miniatures Dona, in Ins excellent

study of Capet, suggests that she switched to miniatures in ordei to

avoid competing with her teacher and to establish her own artisiic

identity, but it is worth noting that she continued lo paint occasional

pastel and oil portraits throughout her careei Hei lust dated minia-

ture is of 1787. She had made her public debut in I 78 I in the I vposi-

tion de la Jeunesse, where she exhibited until 1785. In 1787 she was

commissioned to paint the royal princesses When the official Salon

was opened to women in 1791. largely thanks to the efforts of I abille-

Guiard. Capet was among the twenty-one women represented (there

were two hundred thirty -six male exhibitors). She sent works to the

Salon fairly regularly until 1814 and ceased working on]) once, dur-

ing the last illness and death of I abille-Guiard. Doris catalogs roughly

thirty oil paintings, thirty-five pastels, and eighty -five miniatures, the

overwhelming majority of them in French private collections. | ew o(

her works are traceable today. The present location ofonl) one of her

oil paintings is known, but a few of her p.isiels are in public collec-

tions. ' as are some good examples of tier superb miniatures, including

(wo m Vmerican museums '

Her patrons were mOStl) educated members ol the hoi, artist

friends ol I abille-Guiard and of her husband f rancois \ndrc \ in-

CCJtt; writers, politicians, and actors One of her finest miniatures

represented the sculptor Houdon working on a bust of \ oltaire. it was

stolen from the museum in ( sen some tons vcars ago I he compo-

sition was inspired hv I abille-Guiard's mon I the

Academy, a pastel portrait ot the sculptor Pajou (Paris, I ouvrc

( apel adapted the design brilliantl) to the restricted scale of the mini-

ature Judging from reproductions, it was a powerful image ot a

sculptor known tor the sensitive realism of his portrayals Her brush-

strokes sparkle w nh lite, tiny slivers ol color on the ivory surface she

pieterred I hough she obv iousIv had lo work w ith great tare and

deliberation when painting miniatures, she nevertheless managed to

COnve) a final effect Ol spontaneit) In such basic matters as placing

the siller in the chosen format, finding a pose that suggest individual

character and avoids cliches, and describing features w ith that judicious

balance ot BCCUTaC) and flatterv required hv all portrait patrons. ( apel

was supremel) competent She was simplv one ot the best and most

popular miniature portraitists active in Paris in the late eighteenth

and earK nineteenth centuries

She was also an excellent portraitist on a larger scale, in both pastel

and oil Her/'."/'. • man ol 1810, which Doria records in

the collection ot I elix Doisteau. is superb cool and direct, beauti-

fully drawn. \/».< p t nut: (Paris, Collection Henri Philippe in 1934),

seated in the shade of her garden, wearing a si raw hat and holding a

fan. smiling shvlv al us. evokes an age as well as an indiv idual. C apet's

concentration on the miniature portrait w ill inev itably limit her

reputation, for the genre is not widelv appreciated It has few stars

other lhan Nicolas Milliard, and perhaps Samuel ( ooper, .>nd even

then one suspects that their stature is mainlv due to the lack of serious

1.

All the biographical information here comes from A Doria, ( ru imule
d' Adelaide Labille-Guiard: Gabrielle CapeI portrailisle. Pans. 1934, except

where otherwise noted.
->

Anne-Mane Passe/. Adelaide Labille-Guiard, 1749-180.1. Pans. 1973, no 144

.V

Her Portrait of Simon-Charles Miger 1 1736-1820) in the Cabinet d'Estampes ol

the Bibliolheque Nationale (Doria, no. 104. tig 13) is the only oil portrait trace-

able. There are pastel portraits by her in the Ecole des Beaux-Arts, the Musee
Marmottan. and the Louvre in Paris. The Stanford University Art Gallery owns
her pastel of Marie-Joseph Otenier (1764-1811), formerly in the collection of
D. David-Weill.

4.

In addition to the work in the exhibition and the four Capet miniatures given to

the Louvre in 1956 by D David-Weill, where they joined two others, the following

museums have signed examples: Portrait ofan Unknown Man. 1796. Cleveland

Museum of Art (Doria. no. 51); Portrait of a Woman, 1797, Musee des Beaux-

Arts. Dijon (.Catalogue des pastels, gouaches, miniatures, Palais des Etats de
Bourgogne. Dijon. 1972. no. 154): Portrait ofa Woman and Child. William Rock-

hill \elson Gallei) and Atkins Museum of pine Alts K

and tig 32; Ihis work appears to hjM been retouched since Doria reproduced it

— the woman has lost weight and had a I

!"**>. Stockholm Vitionalmuseum iDoria. no 52; it is an autograph version of

the miniature in the Cleveland Museum I. The /
I
Kiria. no. 55.

tig .15 > now in the Allen Memorial Art Museum. Oberlin. has turned out to be a

signed work hv I- Dubois

5.

Both works arc illustrated by Petersen and \v
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competition from other painters in late sixteenth- and seventeenth-

centurs England. It in the most private, most intimate of an forms.

c apet's tame » ill thus never extend beyond the limits ofan educated

puhhc that has the time to search her out in the few museums that

own her work.

62

\ hanlz, l~ g '-'

Watercolor on i\or>

Diameter: V* in. (8.5 cm.)

Signed lower left M <.> Capel

S ckholm. Nationalmuseum (NMB 157)

This portrait reminds us of the livet) cultural contacts that existed

between Sweden and France in the eighteenth ccnturx I he\ began

w uh the collector i arl Gusta% ressin i 1695-1770), who was close

friend of Watteau's and an enthusiastic patron >.<( I rench art and art-

ists, and are exemplified above all b> the artisi Alexandre Roslm
i 1718-1793) Although born and trained in Sweden, he settled in Paris

in 1752, married a French artist. Su/anne Giroust, and became to all

intents and purposes .i I rench artist himself

The subject of this miniature, the Swedish sea captain ( hristian-

Georg \on Schanu (1731-1814), was in the I rench naval service from

mil 1780 He is shown wearing his nav) uniform with the < ross

S Louis, rhe harbor, ship, and fortifications make obvious refer-

ence to his professi, in Doria estimates the sitter's ace as around si\t\-

five and thus dates the miniature around I ~^h He speculates that the

sitter either visited Paris or sent a sketch to Cans for ( apet to WOft
from

As with all good miniatures, this work tolerates considerable enlarge

ment Next to ( arriera's boldly handled Portn './

H alp, >/<• from London (cat. no 4I).< apet's work will look precise at

first, but the deliberate!) textured surface of the sk\ and tea; the Dick-

ering, impressionistic white and yellow strokes used to indicate lace

and embroider), and the dark strokes modeling the bluejacket all

keep the surface alive. I he head is .i miracle of delicate suggestion

This is j work of concentrated feeling and beaut) that is far more than

a display of technical virtuosi!)
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Marguerite (ierard

l rench, 1761-18^7

As the daughter of a perfume producei in Grasse, Marguerite Gerard s

chances of becoming an artisl were infinitesimal; as l ragonard's

sister-in-law and a membei ol the master's menage in the I ouvre

impossibility became probability. After she joined her sistei m Pal is

about 1775 Gerard was constantly exposed to the creative process; she

was informally apprenticed to one of the most gifted I tench .utists

and granted access to the outstanding private collections ot the >.\.i\

Here she could study the masterpieces of the past, particular^ the

genre scenes ol the Dutch seventeenlh-centiii> masters whose sty le

she would later emulate with enormous success Secure in the I rago

nard family circle. Marguerite Gerard was not obliged to suppoii

herself or to marry to ease the financial burden on her parents.

Without monetary worries Ol a family to Care fol she was tree to

devote herself to her an.

Gerard seems to have taken lull advantage ot hei cm».\ fortune and

soon earned the respect of her colleagues and the critics, becoming

the fust French woman genie painter to achieve piotesMon.il success

By her mid-twenties in 1 7K5 she had developed an original genie Style

inspired by MetSU, I erborch. and the other "peliis maitres hollandais"

and had mastered their meticulous technique Her small-scale, senti-

mental genre scenes appealed to the prosperous bourgeoisie who could

not hang huge academic paintings in their homes, to the critics who
could not help admiring their "old-master" ambience, and to the

general public who could at least afford to purchase inexpensive

engravings of her canvases. According to .1 I c Breton's report of

1808 on the fine arts in I lance, by 1789 Marguerite de raid's reputa-

tion equaled those of the three leading women artists of the period

Vallayer-Coster. \ igee-l ebrun, and I abillc-dinaid Ml were mem-
bers of the Academy and were considerably older than derard. but

they had achieved recognition in the minor fields of still life and

portraiture, long the province of women, while derard was setting a

precedent for more ambitious women artists bv succeeding in an aiea

previously reserved to men Genre painting — the nearest approxi-

mation of history painting for an artist lacking the requisite academic

education supposedly required a degree ot inventiveness and

imagination that placed it a notch above portraiture and Still-life

painting in the hierarchy ol eighteenth-century art. 1

Mter the Salons were opened to women in the 1790s Marguerite

derard exhibited regularly for twenty-five vcars and was honored with

three medals and the purchase ot her canvases by Napoleon and

I ouis win In fact, her professional career flourished for nearly htn

years, perhaps in part because of ihe innocuous, apolitical nature

ol fief genre scenes She survived every political upheaval from the

Revolution to the Empire, from the Restoration to the I irst Republic,

and amassed an impressive personal fortune, investing her earnings

from the sale of paintings in real estate and government annuities

I ike those of Man ( assatt, her compositions glorify domesticity and

maternity although, like ( assail, she never married or bore children

herself It seems, however, that derard managed to enjoy all the

familial pleasures depicted in her paintings Mter the death of I rago-

nard in I8(lh and of tier sister in 1824 she presided for over a decade

as the matriarch of the I ragonard clan, surrounded by the children

and grandchildren of Mevandre Evariste I ragonard and of her

brother Henri derard

Vholars. connoisseurs, and art dealers usually assume that competent

women artists have received clandestine aid from their male teachers,

and in Marguerite derard s ease it has been traditionally presumed

thai she cohabited as well as collaborated with her mentor. Jean

Honore I ragonard Neither reliable documentation nor eyewitness

ev idence exists for either charge Jacques I ouil Dav id. a close friend,

described the I ragonards as an honorable family adhering to the

"simple, patriarchal habits ot our distant ancestors - Ihe notorious

love letters'' from derard to her "bon ami. ' her "Son petit par

were w ritten when she was iiver forty and I ragonard over seventy

vcars old : \side from dubious entries and outright misattrihutions

in sale catalogs, the only proofof collaboration between master and

pupil consists o( two curious engrav ings after two paintings now in the

I.

V-. .i woman artist m eighteenth-centur) ;

excluded trom the exhibition and educational -wem ol the Ac.iJi.rri> .>: fine

v - irom siud> of ihe nude model, from the competirio-

culminating in ihe Prix do Rome. and. ulnmatelv. from historv painting, considered

the highest form of artistic expression.

J Thuillier. Fragonard, Geneva. I9(

3.

These eight letters are preserved at the Bibliotheque Doucet. I

d Xrcheologic. Pans
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I ogg Museum, Cambridge. Published m 1792, the prints after The

Beloved Child wad Tin i both bear the peculiar signatures

"Point par \l Fragonard and Mile. Gerard" anil "Retouche par

Regnauh and par \ idal." \ kial had already published five other

engravings after Gerard's paintings and there evist rare Versions o(

these two engravings hearing onlv Gerard's name and \ idal's signa-

ture alone. 1 Regnault's 1788 engraving of The Stolen Kiss, attributed

to Fragonard, had been immensely profitable, so he had ample moti-

vation to add the master's name when he "retouched'' and reissued

\ idal's prints.

Since Fragonard's name seemed to insure commercial success, it is

not surprising that the mvth ofcollaboration between Gerard and her

brother-in-law has been perpetuated I he small dimensions of her

canvases, which rarely exceed IS bv 22 inches, and her painstaking

glazing techniques were total I) unsuited to collaborative efforts; in

fact, the 1 ogg Museum canvases reveal noevidencevifdu.il brushwork

when examined under x-rav and Infra-Red \ idicon machines 1 he

most respected 1 ragonard scholars voice doubts that the master of

dvnamic art. of brushwork pulsating with life, would abruptly adopt

the precious, static stvle ot Marguerite Gerard, 04 that he was capable

of inventing and executing a stiff, bourgeois genre scene such as

i /. PI Kiss '

It has been suggested that Mile Gerard mav deserve

partial if not full credit for both this painting and /< contn

similar composition epitomizing her veristic genre stvle

Marguerite Gerard w. t s .ilso an accomplished portraitist and minia-

turist, employ ing a freer, more spontaneous manner in these works

In l~9rtand 1798 she contributed illustrations for editions ot /, >

and / ,
v ..• m hleu that demonstrate hei

awareness of Neoclassical innovations \fter 1795 her compositions
become flatter, more linear, but she never treated a classical subject

nor attempted to reset her genre scenes in fashionable antiquity How -

ever, in her taste for the near past of seventeenth-centur) Holland and

France, Gerard anticipated the romantic nostalgia of the nineteenth

century Not onlv was she one of the first artists to feature trouba-

dourian detail, costumes, and settings evocative of I ranee's medieval

and Renaissance history, she also formulated a stvlistic alternative

for later artists who were more conservative than G(D3 or Delacroix

but who w ished to imbue their historical genre paintings w nh roman-

tic authenticity Her example was inspirational not onlv to the next

generation of successful women artists such as \u/ou. ( haudet.

Haudebourt-I escot, Mongez, and Scrvierc. who created original genre

stvles of their own. but her influence on male painters such as her

nephew Alexandre bvariste Fragonard, Horace Vernet, Paul Dcla-

roche. and even Jean \uguste Dominique Ingres is also discernible to

those familiar with her art

63.

An Architect and His Family, ca. 1787-89

Oil on panel

12 x 9'; in. (30J x 24.1 cm.)

The Baltimore Museum of Art (38.2?2i

Man. Frick Jacobs Collection

Mistuled The Architect Ledoux and His family, this small scale

panel conforms perfectly to the pattern of Gerard's portraits of the

early 1780s. Since the architect I edoux had two daughters rather

than two sons and would have been ovei fifty years old in the first

decade of Gerard's career, to winch tins work must be attributed, the

traditional identification of the sitters is clearly incorrect. In an

authentic portrait of 1 edoux in Marguerite Gerard (Pans. Musee
( ognacq-Jay > the innovative architect of I ouveciennes is a portly,

elderly man who stands Hanked bv his draw mgs tot two of his Pal is

tollhouses, the Monceatl Rotonde anil I a Villette." In contrast, the

jaunty patriarch of the Baltimore portrait appears to be in his thirties

oi forties, despite his powdered hair. He poses with a plan that is

not easilv identifiable, although scholars of late eighteenth-century

I rench architecture have surmised that it represents a formal garden
rather than a building The stark monumental column behind the

sitter mav signifv his alliance with the architectural avant-garde who
admired the simplicity of early classical design. His wife's chic

COStume with the scarf bodice anil top hat worn at a perilous angle

was fashionable m the late I7S(K and resembles styles depicted in the

tin des Modes published in 1789

I he overall impression Of prosperity produced by the rich clothes

and direct smiling ga/es ot ( ni aid's male sitters is subtly belied by

the wistful tilt of the woman's head and her almost melancholy glance.

One is reminded ot Goya's haunting portraits of the Spanish aristoc-

racv in which one often senses unhappiness and anxiety behind the

fashionable facades Icday it is tempting to interpret the lady's enig-

matic expression, underscored bv the shadowy background, as a

premonition of the impending Revolution In fact, one may date

I In lull i i and Iln Family with assurance to 1787-89 on the basis

of the costumes, furniture, and other Gerard portraits of this period

such as Honsieui Wougins </<• Roquefort, in which the subject, a dele-

gate from Grasse to the tssemblec and the Convention, is seated in

front of a huge placard proclaiming "Droit de I'homme et dll

( itoven l~K'» Due to their impeccable connections with the

revolutionaries Gerard's godfather Isnard even served as Presi-

dent of the ( (invention I ragonard's family never suffered from

his former association with the crown and the nobility. Gerard exe-

cuted several portraits of delegates to the ( (invention who evidently

visited her louvre studio to Sll for a rapidly brushed painting, an

appropriate souvenir of their historic role in French history.

It mav seem astonishing that Gerard painted both The Piano Lesson

(cal no iS4l anil An An illicit and His Family at approximately the

same period of her career, but artists of her time often worked in

radically different styles according to their subject matter and pur-

pose In Gerard's genre scenes she emulated the trompe I'oeil effects

of the Dutch seventeenth-century masters and employed a smooth,

glazing technique to eradicate all trace of her brushstroke. In her

portraits she adopted a freer, more dynamic technique, applying her

Colors directly on the surface of her panel or canvas and leaving the

tracks of her brush quite visible to the viewer. Her debt to Fragonard

The single-signature engravings appear as early as December 25, Psu. in an

anonymous sale of prints under no

Pierre Rosenberg. 'Fragonard: Le Baiser a la Derobee." in Paris. IV74. 42.

6.

A pendant to this portrait, formerly given to Antoine V'estier. exists in a private

collection in France. It depicts three women, presumably Ledoux's wife and
daughters. Anne-Mane Passez. an expert on V'estier. kindly brought this panel

to mv attention.
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is more obvious in these works and her painterly brushwork might be

described as a minialun/ation ot her master's exuberant manner

["he tiny dimensions of An Architect and Hi il for

,i Gerard portrait and do not indicate that this panel is men
preliminary study. In that pre-photograph) era ( ierard was shrewdly

producing portraits that were easily transportable but also

enough to display in ones home It may seem paradoxical that

her brushwork is looser and more energetic in these small-scale pic-

tures than in her larger genre scenes, but her portrait subjects were

living people, not idealized types oi mannikins to be scrutini/ed

at length.

I he three-legged table in the Baltimore panel appear m numerous

portraits and genre scenes bj (ierard during the Pkik ,md

including her supposed self-portrait. The Attractive Art SmJini

( ailed a gueridon, it was still in the artist \ possession in I K24 when

she made up a list of family heirlooms that she agreed to safeguard

for her nephew Alexandre EvaristC I ragonard

(ierard was surely unfamiliar w nh the portraits ot GoyaOl da ins-

borough, yet there is a curious similarity between the doll-like I

m .in Art hitet i itml Hi\ Family and the Spaniard's />"" Otorio and

the Englishman's Haslet Btittall One may ascribe such affinities to

the artists summon period and related subjects, but how does one

.i^count toi the extraordinary parallel between Gerard's rendition

Of the Cherubic boy in white and Kenoirs charming treatment

ot children .. century later? \ lew flecks of white pigment suffice to

suggest the lacy frills on the boy s sleeves, touches of vermilion

enliven his halt, and the brushstroke representing .1 urease in his

satin suit casually runs over the dot of his button I o those unfamiliar

w nh Marguerite Gerard's unconstrained portrait style, it might seem

extreme to suggest her as an eighteenth-century precursor ot Impres-

sionism, but images such as the architect s son in his Sunday suit

challenge the traditional assessment ot (ierard as an old-fash mned

imitator ot I erborch ( )n the contrary . she seems to have been ahead

of her time artistically as well as personally, an acclaimed artist whose

creations on occasion pres.ige the experiments of the Impressionists

and an independent woman whose eschew al ot marriage in tavor

ot a career seems comprehensible in light ot contemporary feminism.

f.4

//i< Piano I < v s. "i i

Oil on canvas

is \ l< m i4< 7 x )8.I cm.)

Signed bottom left MtC (ierard

New >ork.H Shickman (lallery

One of the tew accomplishments consistently required ot a properly

educated lady has been the ability to play a musical instrument with

reasonable competence Women's musical skills, like their artistic

efforts, were never meant to approach the professional level but were

intended to provide light entertainment for the opposite sex and

decorous distraction for the ladies themselves Many of Gerard's genre

199



scenes of the 1780s feature young ladies stud) ing dancing, singing,

and the playing of various instruments, including the lute, guitar,

harp, and piano li was toll thai proficiency in Mich social graces not

onl> enhanced one's attractiveness and marital prospects, but

would he useful in later conjugal life. Gerard's mothers delight in

crooning lullabies to their babies or strumming popular airs tor their

spouses and children

In The Piano Lt I erard reinterprets the familiar theme treated

h> Fragonard and the "peths maitres hollandais" of the romantic

music lesson in which an admiring male instructor hovers o\er a

fetching female pupil Eliminating anv erotic undercurrent. Gerard

presents onl> the devoted Enlightenment mother who oversees her

daughter's music lesson herself rather than delegating this responsi-

hiht> to a governess or music master Ihe guitar leaning against the

footstool suggests that this maternal paragon is also full) capable of

playing and teaching a second instrument With her sleek hairstyle,

porcelain-perfect beauty, and nchlv glimmering gown the mother

exemplifies the bourgeois heroines of Gerard's genre scenes of the

mid-l"S(K rhc puppetlike quality of the little girl is characteristic of

the artist s peculiar handling of child figures throughout her fiftv -vear

career Mme Rousseau of the Institut de C OStume in Paris has

remarked that the contrast in the dresses of mother and daughter

reflects the Conservative taste of the bourgeoisie and their reluctance

to adopt the daring new high-waisted style during the 1780s Ihe

diaphanous "chemise a la Reine" was formal!) introduced to mkiciv

in the Salon of 1783 with \ igcc-l ebrun's portrait of Marie \ntomelte.

which was considered so scandalous that it was removed in the middle

of the exhibition \s result, in bourgeois circles this notorious stvlc

was worn chief!) b> children until the end of the decade

Ihe % eristic rendering of the mother's white satin gown, a Gerardian

cliche, and the quiet intimacy of The /'
. reminiscent of

the artist's so-called MetSU Manner, but in this instance there are no

overt borrowings from paintings b> her idols Metsu. lerhorch.

Netscher. \ erkolje. and Ochterveh. C. erard seems to have depended

on a draped mannikin to achieve the h> per-realist ic rcpri»duction

of the cascading fabrics of her ladies skirts In fact, the inventor) "'

her estate in 1837 contains a description of four "extreme!) worn"

mannikins of different si/ev During the carlv l~S<K Cierard experi-

mented w ith the painstaking glaring techniques of the Dutch "petits

maitres"' and eventual!) managed to imitate them with striking suc-

C ontemporarv critics almost invariably praised her technical

dexterity and favorably compared her magical effects to the work ot

her seventeenth-century predecessors \lthough Cierard relied on the

careful lav enng of transparent gla/es to impart an old master ambi-

ence to her interiors, she dispensed with this slow, tight technique in

her portraits, opting for the more spontaneous painter!) style of brush-

work visible in -I'? Architect ami His Famih (cal no

1 ~Si>s. when she developed and perfected hei Dutch genie St) Ic Since

Cierard never dated her pictures, the notation above the pianos key-

board, quite separate from hei signature, ptohahlv resulted from the

artist's scrupulous attention to detail or from a request by the put

chaser of the painting. Ihe inclusion of the name and address of the

piano maker and the date of the instrument's construction is quite

unusual Although certain pieces of furniture frequent!) reappear in

Gerards compositions, this square piano is unique in her know n

ocuvre On the basis of the accessories alone, this canvas can be con

vincingl) dated to an) year between 1785 and 1789. The circulai

pleated fan. the gold pitcher, the black Jewell) box. the bordered

screen, and the stubby -legged Stool were studio props that Gerard

repeated!) rearranged in hei compositions of the I7S(K

It is unlike!) thai The Piano Lesson is a portrait as it is executed in

the attist's meticulous Metsu Manner, not her moie I ragonardesquc

portrait stv le, and the figures ate Gerardian tvpes utilized in other

genre scenes of the period Ihe brunette mother of / he Childhood

il and Virginia (Net* York, Wildenstein A Co.) datable no

earlier than 1788. the veai Kcmardin de St. Pierre's hook was pub-

lished is (he tinted twin of the blond mothei in The Piano Lesson.

I he setting w ith the draper) and alcove behind the piano is similar to

the interior m Gerard's The Lettei oj Rejet tion, on which she also

based I hi Sun iJc Ion of Genevieve ilt Brabant, an engraving

commissioned bv \ugustin I eCuand in I78s>

According lo ( arol Duncan, ihe education oi a bouigeois woman in

late eighteenth-centutv I ranee consisted primaril) of teaching her to

accept her role in life as the unselfish wife and mother who would

find emotional fulfillment in pleasing her husband anil serving hei

family ' In a letter to I ragon.ud picsumahly written in 1802. Cierard

complains of the "burden ot ignorance" she had born throughout her

life, a burden she blames on her femininity and her consequent lack

ot an adequate education Despite her success as a professional artist

and her sentimental images of womanhood, she clear!) resented the

limited educational opportunities available to women of her time.

Although her heroines usual!) conform to Ihe behavioral ideals of the

hnlightenment. thev are nevertheless the dominant figures in her

compositions even when depicted in the company of their adoring

lovers and husbands In fact, unlike the artist herself, main Gerardian

ladies seem to be relative!) learned for their time, dispensing history

and geography lessons, translating Ovid, writing poetry, and

reading vor.icioush

The dale of 1785 or 1786 on the square piano 7 corroborates the

attribution of this canvas to the first decade of Gerard's career, the

I jurancc Libin. associate curator in charge of musical instrument at The

Metropolitan Museum of Art in Nc» York, kindly identified this instrument.
•

Carol Duncan. "Happy Moihers and Other New Ideas in French Art." An
Bulletin. December 1973, S82.
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Mario Geaevieve Boaliar

French. 1762-1 -

The few known portrait b\ this artist .ill communicate a warm
human sympath) For her subjects, hut we know \cr> little about

Bouliar's own personal circumstances and little about her careei

except the dates of her Salon appearances She was horn in Paris in

1762, the onl) daughter of a tailor, though she ma) have been related

to artists w it h a similar surname ' Cireu/e. IX>\en. I aillasson, and

Duplessis have all been named as her teachers, hut there is docu-

mentary evidence onlx to support a relationship with Duplessis Met

first recorded work is a portrait of a xoung woman signed and dated

!.it has disappeared since being sold m Paris m ls><>2 •' Bouliar

first exhibited at the Salon of l"st| and sent works there with some
regularity until isi" she won a I'nx d*Encouragemeni m 1795 foi

her painting I
.: no 65), One of her few recorded works

that is neither a portrait nor a simple Stud) of a head She sent what

sounds like an even more ambitious composition, Erminia ( anting

.. hi. Trunk, to the Salon o\ ist>2 Over fort)

paintings and drawings h\ her are recorded in the I ixrels de Salon

and in later sale records, toda) we can trace to public and prixate loca-

tions onlx ten paintings and one drawing certainl) hx her 'Not one

of her surxixmg works dates from the nineteenth centurx She died at

c hateau d'Arc) (Saone-et-l oire) m 1
82

^

Joseph Sit'tred iSiItreini Duplessis 1 1725-1802) is named as Houhar s

teacher in the 1 ixrets de Salon of l~S>h and Ps>N It is probably signi-

ficant therefore that two of her patrons. Mexandre and Adelaide

1 enoir (cat. nos fits. 67), were the son and daughter-in-law of Madame
Lenoir, who was painted by Duplessis m I~h4 1 Paris. I ouxrci ' He
was. with Mexandre Koslm. the most celebrated portraitist in Pans in

the l7~(Kand l"S(K. rhe poses of his sitters avoid convention and
suggest personal idiosx ncracies. while his precise technique does jus-

tice to the exquisite fabrics and furnishings surrounding his patrons.

Bouliar exidentlx appreciated the underlying informality of Duplessis'

polished images, but her portraits are more informal in spirit, gener-

ally simpler in presentation, and more freely painted than his Bouliar

ORetl used a frontal presentation for her sittets. and while Duplessis

did not especiall) fax 01 such a pose, he did use it for several of his

most impressive half-length portraits, including that of Madame
I enoir.1 Bouliar's frontal Seff-Portrait of I7 l»: 1 Vngers, Musee des

Beaux- \itsi. which shows the artist with w ind blown hair, her head

tilted slightI) to the left as she regards us w nh a hint of a smile,

also seems to reflect some of the sentimental charm of ( iteti/e's female

head studies, though Bouliar's picture is l.u less idealized than the

simpering maids of liicu/e.

Bouliar's most ambitious survix ing portrait is that of A/. Olive,

isurtrqfihe S/<;/<- >>t Brittany, and His Family (Nantes, Musee
des Beaux \rtsi Madame Olive dominates the composition, looking

directI) at the viewei and holding her naked son in her lap. Her hus-

band sits behind her to the left, one arm along the hack of the red

xelxet sofa on which the) Bit posed, his other arm embracing then

daughter who. like a xoung John the Baptist, appioaches her brother

with a bunch of grapes I he composition is beautifully planned, its

obvious formal references to Hoi) I amilies suggesting that his family

too was a happx one and furthermore subscribed to the new ideals of

conjugal bliss and responsible parenthood (hat emerged in the late

eighteenth centUT) ' I he loose garment round Madame Olive's right

breast proxes that she is nursing her son herself instead of sending

him out to a wet nurse.

Bouhai was a gitted portraitist, one of those rare practitioners of the

genre able to present another human personality without seeming

to impose her own She clearly had ambitions to be recognized as more

than a portraitist, however, even if she had only limited success in this

area I ike several other women in this exhibit ion. she is long over-

due lor serious research. Her work is so attractive that a little publicity

should be sufficient to start some scholar on the path of collecting it

together once more and exploring hrench archival sources for

more information about her family and herself.

1.

This biography could nor have been written without the help of Sally XX ell s-

Robenson and Marianne Roland Michel The discoveries ol the larter. incorpor-

ated into the biography and catalog entry on Bouliar h\ f-rancoise Maison in rhe

exhibition catalog Tresors des musees Ju nord de la Frame Im peimure fran-

(.;aiu is, IXiuai. Lille. 1975-76. have finally given us the

correct birth and death dates of Bouliar ias -.he spelled her own name, not

Bouliardi The previous dates given — 1772 10 1819 — were based on an incorrect

reading ot'a document b> H Jouin i 'Mademoiselle Maric-Genevieve Bouhard.

peintre de portraits [1772-18 401-1 | ; reprinted as a book.

Pans. 1841. an essay that adds little to the material published by Bellier-Auvray.

i. 139). Jouin speculated that her father might have been the engraver Jacques

Bouliard. who also exhibited in the Salon of l"s>] Perhaps she was related to the

wood sculptor Joseph Bouliart. who died in Paris on January 24. 1709. and whose

heirs included a Marie Genevieve Boulliart tj. Guiffrey in Souvelles archives de

Van francais . 1883. |\. 221-22

The sale references are given by Maison (see note 1). The inscription reads 'Mile

Br 1785."

In addition to the three works in this exhibition, these are (in alphabetical order

by location): Self-Portrait. 1792. Angers. Musee des Beaux-Arts; Self-Portrail

(oval version of the Angers picture). Dijon. Musee des Beaux-Arts (Castres. no. I);

Punran nt x/ Olive, Treasurer iff the State of Brittany, and His Family (signed).

Sanies. Musee des Beaux-Arts (a Puritan of the Marquis de CltblereS a~. a Child

in the same museum is attributed to Bouliar in the 1913 catalog by Nicolle); Self-

Portrait, drawing. XVildenstein & Co.. New York: Portrait of a Woman nuh
Flowers in Her Hair. 1791. Paris, private collection (the sitter has the same long

face, long nose, large eyes, and small mouth as Madame Olive and might be the

same woman a few years earlier); Portrait of the de With Daughter*; Pans, private

collection (two works, exhibited in the Salon of 1793). In addition to the Portrait

oj Chevalier Alexandre-Marie Lenoir (cat. no. 66), four more paintings by Bouliar

were shown in the Paris exhibition of 1926. One of these was a work signed and

dated 1798 and in the Salon of that year ( Woman with a Black Veil, photo in

Frick Art Reference Library); another was a third version of the Angers Self-

Portrait. Finally, a Portrait of Tallyrand. signed and dated by Bouliar (date not

given by catalog and not visible on photograph), passed through the Hotel Drouot

on March 2. 191 1. lot 9 (oil on canvas. 9"
,,, x7' ; in).
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65.

Aspasia, 1794

Oil un canvas

'.4 ,, x so , n (163 v 127 cm I

Signed on right above (lowers Mile Bouliar / 1794

Anas, Musecdcs Beaux-Arts

This canvas woo a Prix d'Encouragemeni tor Bouliar when she sent it

to the Salon of 1
79s. it is one ot the most ambitious of her recorded

works and is the masterpiece of her small surviving oeuvrc

Aspasia has heen called "the most famous woman in fifth-ecnt .

Athens " 7
-\ In lacra ot exceptional beautv and intellectual accom-

plishments, she came liom Miletus to Athens around 4<0 B ( . when
she was about twentv She attracted the attention ot I'encles. whose

mistress she became around 44 s h I and remained with him until his

death in 429 I he enemies ot Pericles used tier as the bull ot their

attacks on turn, accusing her ot immorality and ol influencing his

foreign policy, but he defended her reputation successful I) Ihcv had

one son "Socrates came to see her w iih his disciples, and his intimate

friends brought their wives to hear tier discourses, although she pre-

sided over a business that was anything but honest 01 even reputable,

since she kept .1 house ol voung courtesans 1 Plutarch

wiv 1 Socrates actually attributes to her I'crislcs famous funeral ora-

tion on the Athenians killed in the I irst Peloponnesiafl War V
recorded by Ihucvdidcs. the speech includes one briet word ol advice

10 ttie w idows of these heroes A OUI great glorv is not to be interior

to what (hkI has made vou. and the greatest glorv ol a woman is to be

least talked about hv men. whether thev are praising >ou or critici/-

11 It is an otld sentiment tor eithei \spasia or Pericles to have

expressed, in view of their circumstances, but as PomerO) recently

pointed out. \spasia s liberated lifestyle was not possible tor the

wives oi Athenian citizens, to whom the advice was directed

\spasia was an exception in the patriarchal world ot classical Mhens.

a woman of influence whose intellect was respected bv some of the

greatest minds anil most powerful men of her da)

Bouliai shows tspasia seated in an impressive classical interior com-

plete with anachronistic arches and a bust ol I'encles in a niche to the

left ' Garlands of flowers decorate the base ot the pedestal and the

globe w ith constellat ions and signs ot the zodiac on the table \spasia

looks at her reflection in a mirror as if temporarily distracted from

the text on the scroll in her left hand ' Is she preparing lor a visit

from I'encles 01 Socrates '

I he narrative context is obscure, prob-

ably deliberate!) in this idealized historical portrait \spasia would

seem to be a somewhat ambiguous example tor feminists, especial I)

as presented by Bouliai Aspasia was certainly more than a high-

class /;,;,;, in. but the exposed breast, tlimsv undergarment, (lowers.

and glance in the mirror all undercut her reputation as a learned

woman We need to recall that in the eighteenth centurv and before,

as we have noted elsewhere, it was a great advantage for anv woman
seeking a career in male professions to be beautiful as well as talented.

I he use of subjects from ancient historv to point out modern moral

J Bclleudy. 7. S. Duplessis, |
Charrres. 1913

5.

[bid., 184 {.Portrait oj Vien.Wj peniras):

and 256 [.Portrait Election).

f.

Carol Duncan. 'Happ> Mothers and Other New Ideas in Fren,.: I

Bulletin. December 1973,3

7.

S. B Pomcrov. Goddess* s, U Hon I, Wivi

Antiquity, New Nork 1975, 89

Bouliar has used ihe portrait ot Pericles atrnbuicd h> some aurhorii

Kresilas c, \t X Richter. ^ H,.;.: London. 1959. fig 155).

s>.

The Greek text i> baret) decipherable and seems to mak.
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meanings had a long tradition m France and was now in fashion once

more, above all in the work of David and his followers Bouhar's

message seems to be thai a learned woman can also he feminine, and

is thus a gentle plea, couched in the most respectable of artistic

language, for the equalit) of women

Portrait of Chevalier Alt it l" g f>

Oil on canvas

»23*» in (73 x 60 cm.)

Pans. Musee c arnavalel

i For comments, see next entr\ |

67

Portrail I ~^o

Oil on canvas

- :4 :
,„ in is: \ h2 cm.)

fans. Musee Carnavalet

S color plate, p I

Bouhar's portraits off. ito>en I enoir" and "C itoscnne 1 eonir" were

exhibited in the Salon o\ l~s>h l he> belonged to members of the

1 enoir famil> until the late nineteenth centurx. when the former was

acquired for the Musee C arn.ixalet. in IsUs ihc latter was also

bought for the museum.

Alexandre 1 enoir i 1761-1839) was a painter and archeologist who
had studied in the atelier o\ Doyen. During the Revolution he became
concerned about the man> important works of art and monuments
being dest roved hv angrv crowds With official support, he collected

together everything that he could save, hoping to form a national

collection, it is due to him that bron/e masterpieces ol the sixteenth

centurv such as Germain Pilon's figures on the tomb ot Henr\ n in

st Denis still exist I he hook I enoir holds, labeled "Monumens
\ rancais.'' refers to the Musee National des Monuments } rancais.

which he founded '" His wife. Adelaide Binart (1771-1832), was I yOJ
older than Bouhar She too was a painter, who studied with Regnaull

and exhibited at the Salon from 1793 until 1817 Like Bouhar's. most

of her recorded works were portraits, none are traceable ioda> "

\s noted above. I enoir's mother was painted b> Duplessis. the

master of Bouhar. a personal contact that ma> explain how she

obtained this commission. I he warm and sympathetic portrayal of

both husband and wife certainlv suggests that the) were gotnl friends

of the artist's. The simple, frontal, half-length composition used tot

the portrait of Adelaide 1 enoir recalls Duplessis similar presentation

of her mother-in-law even more forcihlv than Bouhar's Self-Portrail

docs Were the authorship of the picture and its subject not known, it

would undoubtedlv be called a self-portrait of an unknown woman
artist. It seems legitimate to sense here a special kinship between the

two voung women Kith entering the profession at around the same
time. Both works would benefit from c eaning and restoration, but

even now. despite the film of old varnish and overlv visible craquelure.

the> are powerfullv effective portraits that arouse the viewer's

cunositx about the sitters and the anist who painted them.

hh

in

His impressi\c bibliographv is lisied b> Bcllier-Auvra> •> ^ some additional

biographical information is in Thieme-Bevk<.r

11.

Bellier-Au^' -
-
s her Salon exhibits
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Jeanne Philiberte Ledoux

I rench. 1767-1X40

68

Jean BaptiatC Greiize had several women students who went on 10

have reasonably successful careen ' ot these, Jeanne Philiberte

I edoiu is the most closely linked with her teacher in stvlc and subject

matter I heir work has been contused in the past and will continue

to he contused until a catalog ot ( ireuze'l production is available.

She was horn in Cans in 1767 hut did not emerge into public. Mew
until 1791. when she exhibited three works in the Salon with the

following titles: Paintingai Rest. LitiU Girtsat

and ( oncealed Love -' She exhibited in most ot the Salons held between

1793 and 1814, but after showing Unit Gii // Mi ; nd

> . \ung H<>\ neat an Appli >« tilt •' I istful of Stit A * in the Salon ot 18 19.

she disappears from the published SOUrCCS <>nl> one ot the works

attributed to her in public or private collections is signed, none are

dated and none can be certainly identified with works shown in the

Salons In short, research on I edouv is m a primitive st.ite

I he Salon records are our onl> SOUTCC ot pruiiarv documentation

about I edouv In the I ivrets she is identified as a (iieu/e pupil: the

subjects of her woi ks certainly suggest that the> were essay s m his

manner She did not attempt the elaborate moral tales in genre settings

for which Greuze is best known Instead she exploited the populi

of his head studies ot beautiful >oung women and children, often

depicted w ith animals, whose perfectly rounded features are frequently

tinged with melancholy induced b> the death ot a pet sparrow or

the temporary absence ot a lover \ work such as l edoux's Portrait

Ho\ I Paris, I OUVre) displays this blend of idealism and sentiment to

perfection. In other works attributed to her. however, she presents her

subjects m a mote straightforward, unaffected manrw

m the Musee des Beaux-Arts, Dijon, attributed to her is

based on Greuze's s lit in the I ouvrc. but whereas tha T

finished, formal composition in a painted oval frame. I edoux's picture

is an informal sketch She uses a rectangular format, simplifies his

clothing, lightens the lone, and leaves much of his jacket as sketchv

underdrawing I he result is a more accessible, human image. Her

Portrait oj a Wan in the Baltimore Museum of \rt is a simple head-

i

Constance Mayei and Marie I d de Beaulieu h. *uh

Greuze. I~he latter »ai a member of the Pans and Rome V<

S3 is in the Galleria dell'Accadenua

Greuze's daughter, hnnt
also trained hv him.

2

Bellier-Auvrav . s * . summarises her Salon contrihu' tat of

sixteen works Benezit lists a number of refen . to Ledoux

in salts between 1873 and 1945 t our works £iven to her. all in private ha:

were in the exhibition held in Paris in 1": addition to the

mentioned in the text, there are paintings attributed to her in Budapest iMagvar

\em2et1 Galena), Duon (Musee Magmn). San Francisco (The } veums).

and Vienna (Akademie der bildenden Kui

)

Exhibited in I ong with her Portrait

which appears to be her onlv published signed work.
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and-shoulders composition of a middle-aged man wearing a small wig

and a crisp lace jaboi beneath his dark jacket. I he sitter smiles as he

look-* off to the right. 1 his is portraiture as a souvenir foi famil) and

friends, noi portraiture as an official record of public achievement.

I edoux «as always a private ariisi catering to a bourgeois clientele

ihai could not afford large pictures She was evidently not ambitious

for she never exhibited historv paintings or even portraits ot the

famous and influential I hits her career was not noticed b) official

sources. Reconstructing her artistic persona presents manv practical

obstacles, not the least of which is the fact that man) of her works

remain in unknown private collections belonging to the descendants

of her original patrons Het popularity was not undeserved, however,

and her achievements certain!) merit the recognition o( a serious

article.

hS

Partmil

Oil on canvas

lo \ 12'; in. (40 n v )l 7 Cm.)

The Baltimore Museum of Art

Gift of I he I eonce Rabillon Estate >:^ J
g i

rhe attribution of this work to I edoux is convincing rhe general

influence ofGreuze is evident, hut tor Greuze's precise and elegant

brushwork I edoux substitutes a broader, more direct technique I he

excess sentimental it > of dreu/c's children, seen also m I edoux -

trait ofa Boy in the I ouvre, is absent here I he appeal ot this work to

our feelings comes direct!) from an honest portrayal ot its subject It

would he going too far to sa) that onl> a woman artist could sense

and conve) the psvchologv of children and their vulnerabilit)

i\ ela/que/' touching portraits of the Spanish royal children come
instantK to mind), hut the expectation that women are more logical!)

employed painting children than are male artists resulted in some tine

portraits of children h> women artists Differences in costume suggest

that the 1 ouvre portrait is earlier than the Baltimore portrait, and

thus that I edoux did not continue to work in an idiom closclv based

on that of her teacher but developed instead a stvlc that is unaffected

and intimate, especiall) in her portraits | he qualitv of this work

and of her equallv successful Portrait <•/ an I nknown Man in the

same collection should inspire a student of this area ot I rench

painting to investigate I edoux properlv '

The Baltimore Museum of Art owns a third work attributed to Ledoux. also a

portrait of a child, hut in a style much closer to Greu/e than the work in the

«*\hthi f ionexhibition
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C onstance Charpentier

French. 1767-1849

Mme. Charpentier (nee Blondclu) was horn in Paris and received her

artistic training under VV ilk.' David, I afitte, Gerard, and Bouillon

She received a Prix d'l ncouragement in 1788 as well as the gold

medal of the Musee Royal in 1X19 She showed in the Salons quite

often between 179^ and IK 19. at which point, tor reasons unknown,

she ceased to exhibit like other women artists of the epoch, ( h

pentier specialized in portrait and genre scenes, such as //;. / u\t

Cure ni a Young Doctor (Salon of 1808); A Mothei Receiving tht

Confident ei oj Her Daughter (Salon oi ix I2>. and i rather bizarre

scene of her own invention. A Muni Mud Surrounded by lli\ ( hildren

Being Consoled fur //n Loss oj Vision by the Pleasures oj lh\ I out

Other Senses (Salon of 1806). I tit il quite recently, Melancholy and a

portrait draw mg m the Musee Magnin in D(jon were the only works

positively known to he by her hand.- and little is known about

her personal life.

Mademoiselle Charlotte du Vol d'Ognes(NeMk York, Metropolitan

Museum), the portrait most frequently associated with ( harpent ier\

name and considered a prime example of women's pictorial talent

in the earl> nineteenth century, is actually a relative!) recent attribu-

tion. The portrait had been given to Da\ id until I9< 1. when ( harles

Sterling removed n from David's oeuvre and quite convincingly, on

the basis of COntemporar) documents, draw ings, and an engrav mg ol

the Salon of 1801. as well as through stylistic analysis, reattributed

it to Mme. (harpentier 'v. et the attribution is by no means definitive

Neither the vague 1801 Salon catalog description nor the regisirv ol

delivery of works to that Salon, nor the scanty commentary possibly

related to this work by the critic Ducra) -Duminil establishes

Charpentier's authorship unequivocal!) Sty listic comparisons w nh

the artist's one surviving painting tend, if anything, to weaken the

case. Indeed, as Sterling himself admits, further evidence in the form

of oil portraits by (harpentier are the only means of prov iding the

necessary evidence for a definitive attribution.'
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Melancholy, ISO!

< )il on canvas

• 163 cm.)

Signed ( M Hlondelu/I ( harpentier

Amiens. Musee de Picardie (3213)

I he subject of melancholy, detached from a specific literary or

religious context and conceived as a generalized visual projection of

mood, began to appear in the late eighteenth ccnturv in F r.ina \s

Robert Rosenblum has pointed out. the tradition of the broking

figure isolated in a landscape setting is particularly long and unusually

complex m England, and 1 rench artists of the period may well have

taken the theme from across the ( hannel I wo works dealing with

the theme appeared in the Salon ol l~s<N. in which Mme ( harpentier

exhibited \ related subject, a young woman weeping over her

father's tomb, bv f ranoois \ndre \ incent. appeared in the Salon of

Ixol in which ( harpentier s Melancholy was shown. Yet. as Rosen-

blum has indicated, the most immcdiat. for the figure ofthe

drooping, slack-armed voung woman is |)av id's ( amilla. the woman
fainting in the right foreground of the

from which Mme ( harpentier might also have derived the sculp-

tural yet rather softly voluptuous treatment of the surt K

\ similar juxtaposition of a rather chilly, sculptural

figure and a suggestive, emotionally charged landscape had app^

in the Salon of \~W in I ereol de Bonncmaison's I

Surprised h\ i. s I he weeping w illow and the little pond

frequently accompany scenes of mourning, in popular imager,

well as in high art \ similar motif, a mourning woman in a shadowy

landscape, appears in a large painting by another woman artis-

the period. I In I nfortui .. Mayer \ close!)

related drawing of Melancholy by ( harpentier. with minor variations

in the setting, has recently entered a private collection in P

R Roscnhlum suggests that til e. in

Paris. 1974

j

A group ol works h> Charpentier has recetltl) been .J

her descendants, hut ihis material has not yel been published. I

Pierre Rosenberg tor this information.

I

His assertion thai the hteran. rather than pljsiic poors ol ih t p

vers evident char'-

from a thousand subtle artitu. g I feminine authorship m
greeted » nh i ci - . jsm. Sterh- .

4.

Paris. 1974, no

5

Ibid . no. 1 I, repr ;;
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Marie Guiilemine Benoist

French, 1768-1826

Rest known as the author of the Portrait >>i a Negress in the I ouvre

(fig. 27, p. 49), Marie Guiilemine Henoisi was one of the most dis-

tinguished of Jacques loins David's female students. 1 In addition to

portraits and genre scenes she executed history paintings, hut

abandoned the last in the late 1790s alter these works were Criticized

Horn in Pans. Marie Guiilemine I eroulx de la Ville was iiu

daughter of an administrative official who encouraged her artistic

interests by sending her to Mme. Vigcc-I chum in 1781 or 1782 She

exhibited her first works, a portrait of hei fathei and two pastel

studies of heads, in 1784 at the Exposition de la Jeunesse where she

continued to exhibit through 1788. While a new atelier was being

constructed for Vigec-l ebrun she placed Mile. I eroulx de la \ ille

under David's tutelage, a move censuicd by the Dirccleur des

Batiments, the Comte d'Angiviller, since the kmg had decreed m
1785 that young women artists were not to he trained in the I OUVTC

Under David's influence she abandoned the pastel colon and softei

modeling favored by Vigee-I ebrun foi the more severe, lineal drafts

manship and more brilliant colors of David, whose work she emulated

throughout her subsequent art istic career. Hei appreciation fol his

work is evident in her fust history paintings exhibited al the Salon ot

1791 — Innocence between Virtue and I ice (cat. no 70) and The

Farewell of Psyche (Salon no. 164) - which were so skillfullv

painted that some critics assumed thai D.iv id had assisted in their

execution.

She married the royalist Pierre Vincent Benoist in 1793. His various

anti-Revolutionary activities, which jeopardized their lives in

Paris during the Terror, apparent Iv prevented her participation in the

Salon of 1793; however, at the Salon o( 1795 she exhibited two por-

traits and a painting representing Sappho, her last painting ofan

antique subject. In the late I79(K and early 1800s she exhibited

portraits at the Salons, and from 1802 included sentimental genre

scenes, then extremely popular, of children or women with children.

Nevertheless, her sketchbooks from the early IXOOs. w ith drawings of

such subjects as the depatlurc ol Kegulus. testilv to her continued

interest in historv painting

In ikim hi 1804 Benoist received her tnst official commission to

paint Napoleon's portrait tor the Palais de Justice at ( ihent and later

she obt.uned turthei commissions tor portraits ol the emperof and

his family She received a gold medal fol her work in 1804. then

established a studio tor women, about which nothing is known She

last exhibited at the Salon ol 1812 and painted tew works in the

before her death in Paris m I

-
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Innot em < /< in , i a l irtue and Vict I

< )il on canvas

U'„ x 44 1 -in 18- x I I J cm l

Saint-Benin d \/\ s \ s la Princesse I eopolddei rov Solre

Innot i in r />( /» et n I irtue and I to . exhibited at the S.ilon ot 1791

i no 273), represents one ot Benoist s most ambitious works, which

critics praised both tor its conception and execution Benoist had

already shown an interest in the theme ol seduction and its conse-

quences in two genre paintings inspired bv Richardson's Clarissa—
one representing Clarissa at tht II the other Captain

Morden m the House oj ( larissa exhibited in 178" and

respectively, al the I (.position de la Jeunesse in Innot

I irtue and I it < the SUbjed was elevated to a more abstract, alie-

nor ical plane

I he theme is an adaptation oi II, n ules at Ihi ids uii //, rt ;</<\

/'i twet n I trim and Vice), subject made popular in the eighteenth

century bv the Earl ol Shaftesbury's commentary on the topic which

he published in his Charat /> n\tik\ i second edition, 1714i and bv

several paintings, the most famous being Reynolds' variation on the

theme in his Garrick belt ned) and I In most works

\ ice was represented bv a woman, but Benoist portrayed the alle-

Ballot, l.i < '1,-/1/. I'Emi

ihc information on ihe .mist and her work

H)0



gorical figure .in a handsome young man whom Innocence reluctantly

rejects.

While the composition and ihe placement of figures in the landscape

are dear!) Benoisfs invention, the painting does incorporate several

elements of Ha\ id's work. Ihe background and the gestures of \ ice

hetra> an awareness of David's Bdisarius? m fact Benoist had earlier

represented herself painting a version of Belisarius and his child

guide in h.. frail o( 1786.
:

T Tic poses of Innocence and

Virtue can be related to those of the female figures in Da> id's sketches

and final version of the painting Brutus.4 a work executed while

Benoist was his student and for which she herself did a sketch of one

of the female heads

71

See Michael Leve) and Wend Graf kalnem. Art and Architecture of the Emhi-
eemh Centura in France. Harmondsworth. Is"7 ;, pi

3.

See Ballot, repr. opp. 32

4.

See Robert L Herbert. J I,. David: Brums. London. 1972. color pull-out and for

the sketches. pK. 5 and 6.
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Pauline Au/ou

French, 1775-1835

Recognized by her peers as a versatile, talented, and industrious

artist, Pauline Au/ou executed portraits, genre scenes, and history

paintings. She was especially praised fol her ability to produce the

last.

Born in Paris m 1775, Pauline Desmarquets entered the studio ol

lean Baptiste Regnault. Jacques I ouis David's rival, some years

before 1793. Her single-minded perseverance there was rewarded,

for by the age of eighteen she was exhibiting at the Salon a lim < hante

(Salon of 1793, no. 777) and a Study foi </ //<</,/ (no. 778) Hei earls

style is difficult to determine because many ol her earl) works have

not been traced, but one might assume that it resembled Kegnault's

with its heavy sculptural modeling and strong chiaroscuro.

Au/ou's early works are portraits and scenes from Greek history and

mythology such as Daphnis and Phyllis (Salon of 1795. no I 1 1 and

Dinomache, Mother of Alcibiades (Salon of 1796. no Mi. In the late

1790s and early 1800s she added sentimental genre scenes to hei

repertoire. many representing women in a variety ol domestic situ

ations: Young Woman Reading (Salon of 1799. no 10), Portrait ofa

Woman Playing a Prelude on the Piano (Salon of 1800. no 10), / »
i

>

Young Girls Reading a Letter (Salon of 1802. no 2i

During the 1800s Au/ou, impressed b\ the work ol lean tugUSte

Dominique Ingres, modified her painting sty lc by Rattening forms

and reducing the chiaroscuro, as is apparent in one of her few works

in the possession of a public collection, her Portrait oj a Hush nm
(Manchester. New Hampshire, Currier Galler) of \rt).

In late 1793 or early 1794 Pauline Desmarquets married ( harlcs

Marie Au/ou. a paper merchant, and in subsequent years she gave

birth to three children, but her domestic cares never interfered w ith

her professional interests. She obtained a first-class medal for her

work in 1808 and continued to exhibit regularly at the Salons up

through 1817. In addition, for at least twenty years she maintained an

atelier foi female students She died in Paris in 1835 at the age of sixty.
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The I irst I < eling oj < <,«< try i«04

Oil on Camas
55x42 in i H9 7 v 106.6 cm i

Signed and dated lower right

Paris. ( ollection \u/ou 1 .imily

Hi, First Feeling of Coquetry exhibited at the Salon of 1804 (n

is one of a number ol sentimental genre scenes painted by Pauline

\u/ou that represent .in episode in the life Ol I young girl I nlike the

many paintings b\ Jean Baptiste Orcu/c depicting girls with broken

objects, which allude to the loss ot v irginity .' this work celebrates the

ascendance ol a girl to womanhood as the coquette happily appropri-

ates her mother's clothes, jewelry . and makeup during that parent's

absence I he implied sensuousness ot the subject is heightened both

by the lighting and by the inclusion ot a trumpet, a perfume bottle, a

drinking cup. a minor, and the tire which might allude to the five

senses Perhaps reacting to this glorification ot the loss of innocence.

Mademoiselle Desoras exhibited a work in the Salon ot 1808 entitled

Coquetry Punished, or the Broken Hirrorino I7<

I he colors, smooth handling ot the paint, and attention to tine

detail are all typical ot Pauline \u/ou s style I he interest in artificial

illumination and several light sources, however, is rather unusual in

her work and appears in only one other presently known painting.

Ghost Storii v (Paris, private collectioni. a work never exhibited at I he-

Salons I his depicts an old woman telling ghost stones to children

who shy away from the shadows in the room which they interpu

ghosts \u/ou apparently abandoned her preoccupation with arti-

ficial lighting because of critical reviews •

1 ike many other Neoclassical artiste such as Jacques I ouis David.

•\u/ou made sketches ot nude figures for her paintings before their

final execution, and for I In First I there exist

Lniu Brookner, <> nwich. \*~2. pi ;r

La cructie auiit lor instance

2

Reviewing the work. Charles landon ->uiJ. the shado* mle

exaggerated and the lighi of the tire reflected on the legs of the figure does not

produce a hjpp> effect x
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shed with two drawings of the nude girl \ figure in almost the same

eappears m a later \ueou work. I in Arrival ofthe -trth-

(/iic/iiw \' fthe Chateau de Compiet

(Salon of 18 U>. no 21. fig 2t*. p 48 1. while a second coquette makes

her appearance on the left in >et another Au/ou painting. Muni

.: the Tirm oj H, • Oepartun nna. Distributing

//c r \4oti ondi it' Her Hrotlu S
' h, 1810

(Salon of 1812. no. 22. Musee National de Versailles) '

Repr in Georges Lacour-Gayct. Sapuleim. w vie, ton <<tti\re, \,,n temp\. Paris.

1V2 1 -
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Constance Mayer

French, 1775/78-1821

< .instance Mayer was born in Paris, where she lived and worked all

her life, witnessing the Revolution, the lerror. anil the ascendancy <>t

Napoleon. She was the daughter of a customs official to whom she was

deeply attached. The closeness ol the relationship is evident in ha
Portrait ofa lather and Daughter (Salon of 1801 1, representing her

father showing her a bust of Raphael.

r-rom about 1818 until her suicide three yean later, the charming,

vivacious young woman was subject to periods of depression and

anxiety. There is no documented medical explanation tor her melan-

choly, but according to her friend Mme l astu, she had an impres-

sionable anil sensitive nature anil was consistently dependent, person-

ally and professionally, on the men in her lite. From net lather to hci

teachers— Suvee, Greuze, and especially I* I' Prud'hon. 1 Suvee'i

imprisonment during the Terror, drcu/c's death m 1
80s followed b)

her lather's five years later, the antipalhv and even hostility ol

Prud'hon's children, along with hei feai ol agmg undoubtedly

contributed to the sorrow of her last yean

In keeping with the general taste of the per iod s strong preference foi

sentimental moralizing appears m Mayer's earl) works, exhibited m
the Salons of 1796 and 1798-1802. Her style and subjects of these veils

are an outgrowth of her tutelage under Jean BaptistC (ncu/e. whose

fame derives from melodramatic, moralizing genre scenes that feature

strong chiaroscuro, theatrical gestures, and shallow, stagelike set-

tings Mayer's portraits of a young man attired as a hunter, children

holding pigeons, or pretty women in pastoral settings are marked with

the master's style. Greuze had a large number of Students during the

1790s. many of whom, like Mayer and her lifelong friend Jeanne

Philiberte 1 edoux, were women. According to Mine I astu. man> of

the heads attributed to Greuze are actually b\ Mayer.1

same year, under Prud'hon's guidance Mavcr turned to allegorical

subjects, cops i ng his style and his compositions and eventually

collaborating w ith him on a number ot paintings Her hand is dis-

cernible in works such as Abandonmt m t,, /'/, asun Followi

Hi /'( nt, iiu i Inn,, i , n, i S. ill,

although the canvases are signed by Print ttOH ' Hie allegorical pic-

lures thai are certainly by Mayer, among which are three paintings at

the louvre I hi /< Happiness (cat no ,72) /'" ' nfortunale

Mutiui. and I hi Happy \l<>thir are almost all from studies oi

designs bv the master Her paint application and sott coloration, the

languishing, meditative qualities ot tier figures are in the style ot

Prud'hon

I tie relationship between Mayer anil Prud'hon is complex although it

is certain that while she remained the student and he the master.

the) shared a strong emotional and professional dependencv I rOffl

18 10 onwards MayCI occupied quarters .it the Sorbonne near

Prud'hon, working in his atelier, taking meals with him in her small

apartment and entertaining mutual friends Mme I astu reports that

the) addressed each other as M Prud'hon" and "Mademoiselk

that thev worked side by side in harmonv and with affection
'

Mayer was commissioned b) Empress Josephine to paint /

• hi which appeared in the I80f> Salon as /

and Cupid \ vhyn I he picture.

along with its pendant, />>< i (exhibited in the It

Salon as I h, Awakening off a poorlv received by the critic

Baudry, who compared it uniavorabl) with Prud'hon s work. 7

Nonetheless, the picture, originally Mild as a Mayer, later brought a

much higher price as a Prud'hon and. as such, entered the Wallace

C ollection. I ondon. under the title I',

In 1802. during a v isil to Greuze's studio, P. P. Prud'hon made the

acquaintance of the young woman whom he was later to describe as a

"tendre et judicieuse amie." the "chere enfant de mon coeur." 1 That

Mayer's personal charm and liveliness emerge in a series ot portraits

dating from the latter part of her career Show n at a posthumous

exhibition in 1822. the portraits of MIU /• ton. and

i.

Pilon. 4*
i

Ibid., 51
•

Doin. 140

4.

See the judgment ofGuiffre) and I lement in Pilon

For example, see GuifTrej no ; :. pi 2s>. for a pencil design h> Prudlion us

\la>er for Th< Hurr^ Mother, and no 41. p! $3 ^h for her >

Naiad Serenaded t>\ C lipids, shown in the 1812 Salon.

6.

Pilon. 46-4"

7.

Doin. 14:

21

3



Young Girl with a Cat arc among the most firmly confident pictures

of her career Her work is represented m private collections, in the

I ouvre, and m the museums at Nancy anil Dijon.

72.

The Dream ofHappiness 1819

Oil on canvas

51 l5/n x 72 in. (132 x 184 cm.)

Pans. Musee National du I ouvre

This allegorical painting, which original!) appeared in the Salon of

181°- under the title L'Amour el hi Fortune conduisanl dans um-

biirquc. \ur lefleuve </»• hi vie, unjeune homme assis u Tarriere i/c

rembarcation et prolegeani dt tea fonts

endormis i /.<>»<• and Fortune Steering a B<nit on the A'

)<>., a in the Rt ting Hi* 5 >ij

Children in His S based on a number of oil sketches, draw -

ing\. and preliminars studies b> Prud'hon I he basic idea for the

painting probably goes back to wash drawing b> Mayer's earlier

master Greuze, a work entitled Allt for) <<t Conjugal Happiness,

representing a voting couple row mg a boat with the assistance olfa

little cupid s

Prud'hon executed fourteen or fifteen studies related to this work "

Among the most important of these prelimmar> studies is a drawing,

formerly in the Ferte Collection, and painted sketch, now m the

Musee de 1 ille. which Mayer herself reworked in an oil sketch

formerly m the Rouarl ( ollectioo '" Not onl> did Prud'hon provide

the basis for the painting as a whole, but he also did separate studies ol

the different figures: the husband, the sleeping w ife. the head ol the

allegorical figure o\ Fortune rowing the boat, and the helpful cupid

who assists her " The finished painting itself, however, is held to be

entirely b> the hand of< onstance May*

She executed several other paintings dealing with the subject ol con

jugal love and family feeling 4 Mother an, I Her Children m the

Tomb of Their Father (Salon of 1802); I in Happy Mother and I in

S Jon of ISItti. and the I nfortunale family.

unfinished at the time of her death, which was completed b> Prud'hon

and subsequently shown at the Salon of \X22

».

G Bazin. "Greuze. Prud"hon ci Constance Mayer," Amour de Ian. 1931, 408.

ng. 51.

9.

Guiffrey. 91-106.

10.

Bazin, Amour de Ian. 407 and

11.

Ibid. 4< r and hg^ 55-58 410-11.

12.

See. for example, the opinion of Charles Ressort. -Copies, rcpliques. pastiches

'Dossier du Deparlemeni des Peintures). La revue du Lou\re. XXIII, 1973. 39V

13.

Pilon. 128.
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Marie Kleonore Godefroid

l rench, 1778-1X49

Marie Eleonore Godefroid was horn into a family of artists and art-

restorers; her father. Francois Ferdinand Joseph Godefroid, like man>

of his contemporaries, had lodgings in the I ouvre His circle ol

friends included many of the major artists of the pre-RevolutionaT)

period Joseph and Carle Vernct. David, Suvee, Doyen, Brenet, and

Gerard. For aboul eleven years, from 179s un ni ixos Mile Gode-

froid taught drawing at the exclusive girls' boarding school in Saint-

Germain-en-l aye run by Mme. ( ampan. whose portrait by Godefroid

is now at Versailles. Jeanne I ouise Hennelte ( ampan. author o! .1

popular volume of memoirs of Ma) ie \ntomette. was later appointed

directress Of Napoleon's school toi the Demoiselles de la I egion

d'l lonneur. she propounded 01 iginal theories on female education,

which she published under the title De I'idui ation, wi\ i de < onseib

<m\ jeunes lilies (2 vols.. 1824). anil has been considered a precursor

of feminism. Among (he students at Mme. < ampan \ establishment at

Saint-Germain-en-Laye were her two nieces, one ofwhom was to

marry Marshal Ncy. and many of Napoleon's female relations,

including his youngest sistei

Teaching left Godefroid little time to concentrate on her own work.

so in 1805 she entered the atelier of Baron Francois Gerard, with

whom she had maintained friendly relations since her childhood in

the 1.ouvre. She devoted herself to portraiture and to assisting the

busv Gerard, a prominent portraitist and histoiv painter associated

with both the Napoleonic and Restoration regimes She lived with

Gerard's family, and in addition to collaborating w ith the artist and

copying his works, she often helped out in his lively evening salons,

filled with notables in the realm of arts, letters, and the theater.

"devoting herself to boring guests [and] to smoothing over irritations

for her sensitive master." Not only did she submerge herself in her

master's sty Ie in painting, but she often imitated his handwriting to

answer boring letters. 1 She continued to live w ith Gerard's family

even after his death in 1837. She died in 1849 of cholera which she

caught while performing a typical act of selfless devotion, supervising

the packing of Mme. Recamier's Corinne by Gerard.

Godefroid enjoyed a high reputation as a portrait painter and was

commissioned to depict the most socially prominent personages of

her time, her specialty was portraits of women and children Among
her most important portraits were ///< ( hlldren "I the Martha! Duke

hien Queen Hortenst and Het Children I h< Children ofthe
Duke '/ RovigO I Salon ot 18 12); The ( hildren '! the Duke ,<t Orleans

(Salon oi 1827); and Tht Children ofDavid JAngers, no* in the

\lusee d \ngcrs

Onls once, in 1842. did dodctroid actually create a subject painting

tot a Senegalese church she executed a V< '. Dame tin K^uitrt . "in

which the figures of the two ( hnstians kneeling at the S irgin's feet.

one of the white race and one African, created a graceful composition

in an elevated religious Style - Particularly interesting in the context

of an exhibition ot women painters is the subject of a work, after a

Gerard composition, that Godefroid showed in the 1843 Salon It wa*

a portrait of Novella d Andrea, a brilliant woman scholar of the four-

teenth century so well versed in law that she often took the place ot

her father, a celebrated law professor at the university of Bologna,

and so lovely that she had to teach hidden behind a curtain, according

to the account ot ( hristme de Ptsan, Novella's contemporary- who
piov jded the sublet

73.

lh, Marshal V< 1 1810

Oil on canvas

x 70H in. 1 Ih2 x 173 cm.)

West Berlin. StaatlicheMuseen Prcussischcr kulturbcsit/.Gcmaldegalerie

See color plate, p B5)

I his painting. DO. }79 in the Salon catalog of 18 1(1. is listed as fririrail

en pied des enfanls dt \l gr Ie marechal dut tfElchingen Michel

Nev 1 1769-1815), Duke of Hchmgen. Prince of the Moskowa, Mar-

shal o\ France, was born of lower-class parents m Saarlouis. and rose,

through extraordinary military talent, to the summit of the Napoleonic

hierarchy After the victory of hnedland. Napoleon bestowed on him

I

ArhauJ. 512-13

J

Ibid . -W

3.

Bcllier-Auvrj>. i. 670
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the title 'the bravest of the brave"; he was active m the Peninsula!

War from 1808 to 1 8 1 1. .in well as m the 1812 expedition to Russia

I hree of his children are represented in the painting: a fourth son.

Napoleon Henri Edgar, was not born until IS12 1 he children in the

painting are: Joseph Napoleon, then seven years old. to the right;

Michel l ouin Felix, age m\. to the left, and Eugene, two years old, in

the middle. Napoleon himself had helped arrange Nc\ •> socially

advantageous marriage to -\glac I ouise \uguie. nieee of Mmc tam-
pan and Godefroid's former pupil, in an elaborate wedding ceremony in

1802. directed h> the painter Isabey. Indeed, the magnificent sword

carried h\ Nev's eldest son may he the hg\ptian weapon that Napoleon

won at the Battle of \houkir and gave to the marshal as a wedding

present The youngest son seems to he pointing to this showy emblem
of adult \alor. while half-hidden under the table on the left lies a

simpler, more practical weapon ipossihlv a reference to then father's

beginnings as ,i humble soldier) I he richly costumed Nc\ children

stand in an elegant interior on a halconv overlooking a landscape with

a riser, perhaps the Donau in Hchingen .'
I he figure of the little ho\

w uh the sword, ga/ing Steadily out at the observer, has its prototvpc

in se\cntecnth-centur\ works like /urharan s -t/,/M,' Verdttgodt

Albornoz i 1635, erroneouslv known as "Don Balthasar I arlos."

formerly m the k.nsei I riedrich Museum, destroyed in l^-tM. which

was in the Oudry C ollection in Paris until I8hs>: in turn, it lix>ks

forward to Manet's H> >\ » uh tin Sword of ISM

74

I am grateful io Dr. fcrich Schleicr for gencroush sharing a greal deal of

information about this painting with me.
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Mme. V illers

French, active laic 1 8th-early 1 9th century

The little that is known about thecareei <>t this artist is contusing

and contradictory.'

In 1 799 (Year vii ofthe Republic), a <
n ^'

I me \ illers (nee I emoine),"

student of "Giraudet, "-
is listed in the Salon catalog as an exhibitor

of three paintings: no. 344. hi Peinture (Painting), no 345, A S/< </>-

ing Bacchante, and no. 346, A Portrait. In I no l (Yeai i\ of the

Republic), a Mme. Villers (nee Nisa). living at rue I ouis-k-Orand.

maison Arthur, no. 222. showed three works no 164. Stiah .</ a

Young Woman Seated before a Window, no u>5. Studs ofa Young
Woman at Her Toilet; and no. 166. A Portrait. In 1802 i> eai \ ot the

Republic), a Mme. V illers. no maiden name specified, living at rue

de I'Universite, no. 269. showed two works: no. *I0. A Baby m lis

Cradle Carried Qffby the Waters oj the I lood oj the Month oj

Nivdse in the Year \ . and no. 311, A Stud) <</ a H oman from Suture

A Baby in Its Cradle was reproduced b> I andon in 1803. ' The
painting represented a sleeping infant, modeled after classical proto-

types, in a wicker basket with an improvised "sail" made out ol bed-

clothes, that is carried along by a vast torrent; the head of I faithful

dog. "his lively eyes riveted on the cradle. "' appears to the right I his

predecessor of Lassie was probabl) inspired b> Mme. ( haudet's

Baby Sleeping in Its Cradle Being Guarded by a Hra\e Dog alt lxiil.

which represented a sleeping infant saved from a serpent by a faithful

dog. a work that had been greatly admired in the Salon the previous

year. 5

74.

Portrait of Mme. Soustras, 1802

Oil on canvas

585/,«x44'/„ in. (148 \ 1 12 cm.)

Signed and dated An 10 I 1802)

Paris. Musee National du Louvre

The pose of this charming figure recalls that of the classical Sandal-

Binder." and suggests that the sitter may have been a dancer. This

pose, or the similar, if more provocative one of adjusting a stocking.

appears in late eighteenth- and early nineteenth-century prints and
fashion plates, and. with overtly erotic overtones, in Goya'l C af>f, hoi

17. Hun tirada estu Indeed, the costume ot the sitter, especially the

beautiful lace shawl, suggests Spain to the modern v icwer. although

such dress was ev idently popular in I ranee as well in the early nine-

teenth century I he sitter has laid her gloves, which still seem to bear

the imprint of her fingers and fingernails, and a rose to one sid<.

she bends to l.ice up her slipper: her glance, however, is directed not

down toward this task, but rather out toward the spectator

I he three-quarter or full-length portrait in a landscape setting, w ith

the sitter frequently set Ofl bv an architectural or sculptural motif—

a

bust, a balcony, or I wall was popular around the end of the

eighteenth and beginning of the nineteenth century dirodct- 1 no-.on.

for example, used this composition for his striking Portrait of J H
lu ile\ ot 1797, now m the Musee de Versailles. J H l Desoria

employed i) tor his portrait ot Elizabeth Dunoyi r now m the \rt

Institute of ( hicago. ot the same year Francois Gerard frequently

placed his elegant female sillers in this kind of setting — for example,

his Prim ess I isconti of 1 8 Hi and ot course Ingres raised this

portrait lype lo new heights of cool, poetic eloquence in his Mil,

Ri\ iere of ISO*, now in the 1 ouv re

One of the two works ihal Mme \ illers apparently showed in the

Salon of 1802 w.is j Study ofa Womanfrom Saturt Perhaps '.

Soustras, which is dated " \n In i 1802), is identical with that work.

Ponraitsat the beginning of the nineteenth century were often

picturesque, anecdotal, and relatively informal, women were fre-

quently depicted putting on their earrings or other jewels, or combing
their hair. 7 Mme \ illers herself evidently painted a Studs ofa Young
Woman at Her lodet for the Salon of 180 1 Sitters often preferred

to hide their identities behind initials:* no doubt, some of them—
chiefly women — preferred the even greater anonymity of the "Study"

when their likenesses were displayed in the Salon it is possible that

Mme. Soustras was one of the latter.

I.

Bellier-Auvray. II, dW. The entrv tor Mme Villers Mates that her maiden name
was Lemoine. that she was the student of Giraudet. and that she lived on the rue

de I'Universite, no. 269. It is then stated that she exhibited works in the Salons

of 1799. 1801. and 1802. Yet there is no artist named Giraudet in either this

or any other artists' lexicon. Benezit (vill, 574), who claims Mme Villers

exhibited in the Salons from 1799 to 1814. lists her as a student of "Girardet."

but does not specify which member of this numerous, and predominanth Swiss.

artistic family he means. Perhaps "Giraudet" is a misspelling of "Girodet"

(Anne Louis Girodet-Trioson. 1767-1824): in any case, there is no record of

work bv Mme Villers in the Salon catalogs from 1803 to 1814.

2.

See note 1. above. This information, and that which follows, comes from the

Salon catalogs indicated.

3.

C. Landon. Annates du Musee ei de VEcole Sfoderne des Beaux-Arts. Paris. 1803,

iv. 59. repr. 16.

4.

Ibid.. 59.

5.

Ibid., repr. 18.

6.

Black might also suggest mourning attire, although it is interesting to note that

in 1 so l formal dresses w< black fichus were frequently

worn xl x Racinet, /. i ttume kutoriqm n.p.

7.

\S ildenstein. "Table alphabetize des portraits . exposes a Pans au Salon

entre 1800 et 1826. Gazette des beaux-am. lxi. 1963.11. Men too were some-

limes depicted dressing themselves. See. for example. Vien tils Portrait of Frwn
"coming out of the water after swimming and putting on his clothes" of 1804.

ibid.

8.

Ibid.. 15.
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Vntoincttc Ccdk Hoffteasc liaudebourl-l CSCOl

French. 1784-1843

Mme. Haudebourt-I escol was one of the best-known women artists

of her time, the onlv woman irtist, in fact, to he included in I rancois

Joseph Heim's painting of king ( harles x distributing awards to artists

after the Salon oi 1824 She appears in the left foreground, .1 little

behind her teacher. liuillaume C mil Ion. who was known as I ethiere

\ popular history painter, he hail been appointed director of the

French \cademy in Rome in 180" \t that time, the young Mile.

I eSOOt, an an student who had also acquired a considerable

reputation as an amateur dancer, followed her teacher to Rome

During her Roman sojourn, unusual for a woman of that period

although of course almost ./c rigtieui for male art students. I eSCOt

developed an interest in scenes of the everv dav life and customs of the

Italian peasants Indeed, she ma> even he credited with inventing

new categOT) of picturesque, local-color genre' while living there '

Her delight in picturesque yet accurate renditions oi Italian scenes

parallels, hut is more direct and veristic than, that of such contempo-

rary pioneers of genre painting as I r.in v ois Manus ( iranet and

pointed the wa> for other 1 rench specialists in the relativel) unex-

ploited theme oi Italian peasant life, such as Jean \ ictor Schnet/ and

I eopold Robert.

The first Salon in which the artist participated, that oi I S 10. included

eight scenes oi Italian life sent from Rome, for which she was awarded

.1 second-class medal. Although man> of her genre works have been

destroyed and can only be seen in the form oi engrav ings. one of her

more ambitious paintings. Tht Kissing •'( the Feet ofthe Statue

Peter in the Basilica of St. Peti K, ">< I SI 2. which appeared in the

Salon oi 1814. J
is now in the Musee National du Chateau de Inn-

tamebleau. In this painting ot a colorful contemporary Roman ritual.

I escol represents some of the major figures of the Roman art world in

the crowd of observers, including the sculptor Antonio C anova. At

Fontainebleau. too, are some commissioned works: her scenes from

the life of Francois i and Diane de Poitiers of 1819.

I he artist returned from Rome to Cans in 1816 and married an archi-

tect. Haudebourt, in 1820. During the nexl thirty, years she exhibited

more than one hundred paintings in the Salons, mainly small-scale

genre scenes, as well .is a good number of portraits later in her career.

She received a fust-class medal in IS 58

\mong her surviving works are an emotional Vow to the Madonna
during / Storm (Salon oi 1817). in the depot of the Musee Bertrand.

( hateauroux, and -i Condemned Prisoner Being Exhorted by a

( iipm Inn Monk Just before Lea\ ing for Torture (Salon of 1819). a

rather melodramatic work, highly praised for its vigorous hrushwork.

firm color, and tine chat.ictei i/ation. ' but now in had condition (Pans.

I OUVie) \mong the picturesque genre subjects she treated wen I

( onjurer (1817); The Merchant oj Rein f (1822); Dancing the

Saltareilo (1824); and liu Marionette Theater in Rome (1824). Of
paiticulai interest m the context of an exhibition of women painters

are the manv works Haudebourt-I escol devoted to Italian genre

scenes of women's lite women shoppers, dancers, worshipers, and

benefactresses, as well as domestic scenes like the First Steps (1819).

a theme later treated by Jean I rancois Millet, and The Happy Fam-

ily, She also portrayed somewhat darker moments of feminine

existence, like I he Abandonment and A Young Girl Overcome with

Exhaustion on </ Trip to Rome ( 1827). Haudebourt-I escot's repre-

sentation of a young Italian peasant woman attempting to sell a

painting. I he Second-Hand Dealer oj Paintings (1824), may well

have served as a prototype tor a later, more complex and circumstantial

representation of a young woman trying to sell her work, Fmily

(Kborn's Nameless end Friendless of 1857 (see fig. 33. p. 54).

75.

Self-Portrait, 1825

Oil on canvas

29' i x 23% in. (74 x 60 cm.)

Signed and dated: Haudebourt-I.escot 1825

Pans. Musee National du Louvre (Ml 719)

(See color plate, p. 86)

i

Roberison. 1973, S

Anorher version had appeared in the Salon of 1812.

3.

A Jal . Vombrt de Diderot, Sal„n J,- 1XI<J. Paris. 1819. 177.
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Adrienne Marie Louise (Jrandpierre-l)e\er/\

French, 1798- active to ix<;<

Mme. Haudebourt-I escol attracted considerable attention .is .1 poi

traitist, as well as establishing a reputation as a specialist in genre.

Among those who sat lot hei were hei mother; the Duchess Visconti

(ca. 1833-36); and the ( omte de Jouy 1 1839); she was also commis-

sioned to portray various historical notables fol Versailles in I KM)

The artist had portrayed herself earlier, halt-length, in a work now in

ihe Musee des Beaux-Arts. Nancy. She had also been represented in

an 1814 drawing by Ingres, now lost, of which a copy hv Jean

Alexandre Alhus exists in a private collection, ami m a portrait

attributed to Gerard in the Musee Magnin, Dyon

Her 1825 Self-Portrait as a mature woman ol about loitv is perhaps

her most moving work. Although her drawing sty lc has been likened

to Ingres', there is little that is Ingresque in the sensuous immediacy

and poignant inwardness of this portrait; rather, it ma\ call 10 mind
such early romantic essays in portraiture as those b\ GrOS, 01 even

Gericauit. The rich, subdued palette; the shadow) ambience; the

expressive pose, at once self-contained and vulnerable, with veiled,

inward glance and parted lips; the black velvet beret; and the gold

chain all recall Rembrandt's sell-portraits. N el at the same time the

delicate impasto of the pearl earrings, the evocative mood, and

the feminine details of the costume are reminiscent ol his portraits of

women, especially Mendrikje at the Window. It is tempting to think

that Haudebourt-I escot fused the two Rembrandt ian prototypes

to create an image that is at once a portrait of the artist and a portrait

of a woman.

I he artist, who exhibited in the Salons from I K22 to IK^. was born in

lonnerre and studied with her husband. Abel de I'ujol ( 1 787- 1 KM I,

I I). iv id pupil and member ot the Institute, a painter greatly admired

in the earlv nineteenth century tor his religious and historical paint-

ings Grandpierre-Deverzy, who always exhibited under her maiden

name, made her debut in the Salon ol 1X22 with I In Studk

Pujol in 1822 (cat no 7f,i she seems to have specialized in interiors

and literary subjects, showing a l . Portion ofthe Chateau oj

Fontainebleau in the Salon ol 1824 and a Si < m fromtht Vovel o)

(ill Bias nt Santiliane in the same exhibition In the IK27 Salon she

showed a canvas ol a subject taken from Sir \S alter Scott's Qui mm
DurwardUki one ot a Subject taken (rOOl Mme de la I avettes novel.

tin Princess ofCleves; in the Salon ol IK* l she showed l in Hluul

Mother, a subject taken Irom a Ming hv Bcrangcr In addition to

numerous portraits, she showed several versions of the interior of her

husband's studio Her style, which display a certain modest charm.

is almost indistinguishable from that of other minor artists of her

time; her work is ol greater historical than aesthetic interest

7f».

Iln Studio oj Abel Pujol in is:: IK22

Oil on canvas

. in is»h x l2S>cm 1

Signed and dated IK22

Paris. Musee Marmottan

I his charming painting, which was exhibited in the Salon of 1K22 as

an Interior ofa Painting Studio, is the earliest of three versions of this

subject shown b) the artist I he other two are the Interior of tht

Studio •' \/ l /' History I'amn r, from the Salon of 1836, and the

Interior ofthe Studio oj W Ibeldi Puj, \4 fthe Institute,

in the Salon of 1855, the last Salon in which the artist exhibited. I he

latter is now in the Musee des Beaux- \rts. \ alenciennes

Grandpierre-Deverzy gives us A detailed view, m this canvas, ot what

went on in her husband's well-conducted women's class, women
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Sarah Miriam Peale

American. I80<)-188<

students, of course, studied separately from men until the end ot the

nineteenth century (see fig. 30, p ">2). On shelves to the left are dis-

played the antique plaster casts from which the beginning students

drew, with the single male nude torso turned modestly to the wall. In

the left rear coiner an elegantly dressed female model is seated, per-

haps a contemporary version of the antique Venus behind her. whose

figure is partially veiled by what seems to he the model's cloak, bonnet,

and shawl. All around the room, young women are busy sketch-

ing, painting, or cleaning their palettes. A group at the right is gath-

ered around the master, 1 who is engaged in criticizing a sketch after

the antique; one of the pupils is diverted b> another who pulls aside

the curtain to observe something on the street On the walls hang

what seem to be reduced copies after important works b> Abel dc

Pujol: Jacob Blessing the Sons <</ Joseph, tor which the artisi had

received the gold medal in the Salon of IKK), hangs in the left fore-

ground; the work in the center of the real wall would appear to be a

version of his St. Stephen Preaching before Ht\ Martyrdom for the

Church of Saint-Ktienne-du-Mont; to the left hangs what seems to be

a Deposition in a pointed "Gothic" format.

Grandpierre-Devcr/y's painting is a modest version ot .1 major nine-

teenth century theme: the painter's studio More specifically, it is .1

representation of students at work in a painter's studio \s such, it

might well be compared with Mathieu ( 'hochereau 's well-known

Studio of David, Of 1814. now in the 1 OUVre, where the male students

are shown working from the male model: with Mane Bashkirtseffs

The Studio ofJulian of 1881. now in Leningrad, in which members ot

Julien*s women's class are shown working from a youthful model

posed, with fur tunic, as the infant St John the Baptist, or with Mice

Barber Stephens' Female Lite Class. 1879. now in the collection of

the Pennsylvania Academy of the Line Arts, m which women students

are represented working from the nude female model.1

I he youngest daughter of James Peale. an eminent miniaturist and

portrait painter. Sarah Miriam Peale grew up in a culturally enlight-

ened household filled with artists ot all ages Her uncle was the

acclaimed natural history painter, portraitist, and scientist C harles

Willson Peale. a proponent of equal opportunit les and liberal educa-

tions lor women Mis influence and moral support were critical to her

development as an artist, as was the uidimentary training she received

from her father In 18 17 she exhibited her first works at the Pennsyl-

vania Academy of the I me Arts, to which she was elected as an

Academician in 1824. at that time she and her sister Anna were the

onlv women to be so honored She studied w it h her cousin Rem-
brandt Peale in Baltimore tor three months in 1818 and later visited

that cit) intermittently, exhibiting portraits and still lives there before

setting up a studio in Peak's Baltimore Museum, where she worked
from 182*" to 1829 She rose to prominence as a portraitist rather

rapidly, producing at least seventy-five documented portraits before

she left Baltimore in 1842 Her celebrated clients included Jose

Sylvestre Revello, the first diplomat from Brazil to the Lnited Si

in 1824. and in the follow mg year, the military hero General

I afayette. In I84I-4* she frcquentlv worked in VV ashington. I) I

painting the portraits of several distinguished political figures, just as

Rembrandt and ( harles Willvm Peale had done earlier Ihese impor-

tant commissions included Daniel Webster, the Sccretarv of Stale.

Abel P. I pshur. Secretary of the Navv. f nomas Han Benton and

manv other senators, and quite a few ( ongressmen In about 184ft her

health began to tail and at the invitation of a family friend she moved
to St I ouis. where she remained for the next thirtv years, contin-

uing to produce portraits and pri/e-w inning still lives In 1878 she

joined her two artistic sisters. Anna ( laypole Duncan and Margaretta

Angelica Peale. in Philadelphia and painted still lives there almost

until her death seven vears later Because she supported herself

throughout her sixty-year career entirely from the sale of her an she

is often hailed as the first professional woman artist in America. Her

death marked the close of the three-generation dynastv of Peale

The portrait of Abel de Pujol in this painting mav be compared with his Self-

Portrait of 181)6. now in the Musce des Beaux-Arts, Valenciennes v<. Pans. 1974,

no. 146. repr.. 142.

2.

See Philadelphia. 147.1. no. M) and tig. 4 on 17.
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artists and the end of their distinctive contributions to the tradition

i nerican painting.

77.

A Slit H i rmelon. lSZ*

Oil on canvas

17 \ :i ,! „, m. (43.2 \ 55.4cm.)

Hartford, Wadsworth \theneum

Ella Gallup Sumner and Mar) Catlin Sumner Collection

Although Sarah Miriam Peale produced still lives throughout hei

career, most of the signed and dated versions were painted between

is 20 and 1829, while she was working in Baltimore. Not surpi isingly,

many Of Sarah's works of thai decade depend significant!) on those

b> her father and her cousin Kaphaelle Peale for their Stylistic

inspiration \s in numerous still lives b) those artists, the fruit in

-t Slict of Watermelon rests on a shallow howl in a narrow, ledgelike

space \ iewed slightI) from above I he simple background, the hoi i-

ZOntal emphasis of the table edge, the contrast between the Iteatl)

sliced rind and the broken edges of the melon, and the sharp dis-

tinction of light and dark follow seventecnth-centur) Dutch models.

>et were more directl) influenced b\ the artist's father and cousin

I he semicircle of the central slice of watermelon is echoed in the

CUT\ ill near contours of the other slice and of the bow I. this orches-

tration of curved shapes is counterpointed b\ the diagonal thrust of

the knife that balances precariously on the rim of the Kiwi Within

the austere geometr\ of this tighlK composed arrangement the almost

haphazard rhvthms of the pulp and seeds add a palpable texture

77

In about I860 the artist's approach to still life changed markedly,

shifting from the Peale vernacular of tahletop settings |o more

casuall) composed \ ignettes of cherries and other fruits still growing

on the branch or in distinctI) natural surroundings

In the late IX4(K and "50s, amateur still-life painting enjoyed a great

vogue in America among women who created "instant'' still li\es

from ready-made "theorem "or stencil patterns Occasional I) such

untrained artists also copied lithographs or works b> professional

artists; as earl) as 1828, for example, the naive artist known as the

I>>t> painter made a stiff cop) directl) from Peak's t s//< < oj Hni<>

melon H> contrast Peale s still lives attest to her technical skill as

well as to her highl> focused powers of observation.
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Rosa Bonheur

French, 1822-1899

Marie Rosalie Bonheur was the first woman artist to receive the

coveted cross of the French Legion of Honor, which the Empress

Eugenie conferred on her personally in June I8f><; at the artist \

chateau at By, on the outskirts of the Forest ol I ontainchlcau. It was

the empress' desire to demonstrate (hat. tor her at least, "genius has

no sex." 1 Bonheur enjoyed considerable official success and celebrity

m France as well as receiving awards and decorations from Belgium.

Spain. Portugal, and Mexico .- She was particularly esteemed in

England and America where engravings and exhibitions of her work

attracted the attention of artists, collectors, and amateurs

The eldest of four children, all artists specializing in animal subjects,

Bonheur received her earliest anil most definitive training From her

father, Raymond Bonheur. a landscape painter and drawing master in

the family's native Bordeaux By age seventeen she was making sub-

stantial contributions to the family income with copies ofold masters

made at the I ouvre; at twenty -seven she became direCtOI ol II cole

Impenale de Dessin for young people Some yean aliet the tamilv

moved to Paris m 1829 she demonstrated hei characteristic inde-

pendence by rejecting an apprenticeship to a dressmaker, electing

from the age often to spend many hours sketching animals in the

still w ild Bo is de Boulogne, studs ing the particularities ol each species

and relating them to human thoughts and feelings She «,h interested

in both sculpture and painting in these early years, and she con-

tinued to make sculptures long after her reputation as a painter had

been achieved

Diligent about anatomical accuracy, Rosa dissected animal parts

obtained from a butcher and went regularly to slaughterhouses on
the outskirts of Pans during her teens and early twenties. I o observe

and sketch from life, she attended horse fairs and cattle markets I o

avoid the taunts of attendants and observers while she worked,

she donned men's clothes, obtaining official authorization for her dress

from the prefect of police in 1852.' Though her male attire was the

subject of much comment, she steadfastly retained working clothes

that were practical, comfortable, and masculine Rosa Bonheur never

married, but devoted herself to her work, to the many animals who
found a haven on her large estate, and to a tew intimate friends and

tamilv members Hei companion for over forty years was the artist

Natalie Micas, with whom she shared an independence from con-

vention and a dedication to wi>r k

I [hiii her father, an enthusiastic St -Simonian. a thorough Republi-

can, and a devotee of the new I rench school ol naturalist landscape.

Bonheur developed a marked humamtarianism and an enthusiasm

toi Romantic literature, particularly that of GeOTgC Sand ' Her carlv

contact with the St -Simonians. who believed in the absolute equality

ol women as a religious necessity, even postulating a woman Messiah

and a female element in the Godhead, w.is responsible in no small way

tor Bonheur s emancipation from conventional feminine modes ol

behavior and the complete freedom with which she undertook large.

challenging compositions.

Direct observation from nature, favored by ariists in the I8^0s and

18-NK. remained a principle to which she adhered throughout her life

I ike I rovon and Brascassat, w ith whom her work was often com-

pared, her picturesque compositions were thought to embody the

freshness and spontaneity of the Dutch realist school While she had

never visited the I nited States, before beginning a series of paintings

of the American I at West, in IHs*s. sn c fell it necessary to obtain a

sample of prairie grass, without which, she said, she would not dare to

begin her Bisons 1 1, , ing >i f i't irepr Klumpke. I9i or It ihl Horsi I

in iht I at U ,

From 1841 until her retirement to By in 18^. she exhibited regularly

at the Salon w ith strongly painted composil ions of indiv idual or

grouped animals in shallow, light- and air-filled spaces. Bv 1848 she-

had earned a gold medal for Ri ital.a composition based

on studies she had made on a recent trip to the Auvergne. and had

established a reputation with collectors and critic^ rous

1.

Klumpke. 264.
->

These included membership in the Antwerp Acadcrm ol Fine Arts
| 1868), the

Belgian Cross of Leopold, the brevet of commander in the Order of Isabella the

Catholic by Alphonso mi of Spain, the Portuguese Order of St James, and the

Mexican Cross of San Carlos from Emperor Maximilian and Empress Carlotta.

J.

Stanton. 364. reproduces a facsimile of [he authorization.

4.

She is said to have applauded and accepted as her own goals the following state-

ment from George Sand. "Art for art's sake is a vain word. But art for truth, art

for the beautiful and the good, that is a religion that I see." Stanton. 386 See also

Emile Cantrel. L'Artiste, September I, 185s>. in Klumpke. Is>8-s>s>. for a critique on
the intimate relationship between the work of Bonheur and Sand.

5.

The request was made of Anna Klumpke who records her attempts to obtain the

prairie grass on page 37 of her monograph.

223



technique and charming subjects. She began to devote herself to

numerous commissions, including Ho* ing in Vivernaia for the French

government. Bonhcur described herself and her art as "matter-of-fact

in everything — American style";* nevertheless, the strong sense

ofmovement and the lyrical effects of filtered natural light that inform

her most important works demonstrate an innately Romantic spirit.

New York, Metropolitan Museum), shown in the

Salon and considered her masterpiece, is more dramatic in con-

ception and broader in brushstroke than her earliet work I he breadth

and large manner ofGericault, whose stud) of horses was in her

studio while she painted / >n / is apparent in the d\ namic

movement, anatomical accuracy, and flickering light that energi/e

the composition.1

Bonheur's interest in the \mencan West, her familiarity wnh
engravings such as George Stubbs' Gudolphin Arabian ( 1794) and

with (. atlin's native American subjects, as well as her scrupulous stud)

of photographs, engravings, and life Studies,' are typical of the Roman-
tic sensibility and realist accuracy that pervade her work I here arc

some paintings, such as her /» sr.tfi. m which both

subject and handling are decidedlv idealized and dreamlike, but these

are rare The freshness of her observation of both animals and people,

the feeling and psychological penetration in her animal portraits are

original and dominate her OCUVre ( ritics in her own lime were par-

ticular^ impressed with the boldness of her technique and the charm

of her color, in some cases labeling her strong style as masculine ' She

«.is sometimes thought to be more accurate than poetic and Uh>

summary in her handling of landscape." but on the whole her feeling

for the harmonies oi nature and the creatures that inhabit her

landscapes had continuing appeal

From her earliest days Bonhcur was interested in the effects o\ light."

but she was never direct l> affected by Impressionist experiments nor

did she participate in the artistic rebellions of the nineteenth centuiv

Her work, like her life, is strongly individual

78.

Stud) I R

Oil on canvas

I6 ,s
/,. 65 5 cm I

Signed lower right

Musee National du c hateau de Fontainebleau

In this ten-figure oil study Rosa Bonheur has precise!) documented
the characteristics of a ram. another example of her dedication to

achieving fidelity to nature in art. 1 - In such works she presented the

subject from a variety of positions and points of view to reveal all

aspects o\ it. often concentrating on show mg a specific anatomical

part from varied angles, such as the frontal, three-quarter, and profile

views of the head in the upper part of this canvas I he subject is

frequently presented in one canvas in both vigorous action and

complete repose: usually, as here, more than one model of a par-

ticular species is included.

Our studv focuses on two different rams, faithfully drawn from direct

observation and recorded w nh linear precision and scientific detail.

Bonheur kept these studies foi main yean, using them at different

times in her career as elements m large] woiks Although undated,

this canvas mav be quite earl) . since, according to the artist herself,

she was studv ing all tvpes of animals m the 1840s in an attempt to

understand the muscles, bone, and physiological Structure of each

species. 1 :

I here aie two compositions In Bonheur o\ this period.

Ram, EWe. and Lamb (Salon of 1845)14 and Head ofa Run, { I84M. 1 '

in which the lain forms mav derive from this oil study. The later and
vctv I iv civ //. rding (Scotland) of I860"' seems also to relate to this

studv or to similai sketches made during a visit to England and
Vol land in the summer of 1855.
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Oil skett h for Haymaking in Auvergne, 1855

Oil 00 canvas

I9»/h \ »3T/u m. (4^ v 85 cm.)

Signed lower right

Musee National du ( hateau de I ontamebleau

I his oil sketch is a fiist idea foi Bonheur's h<i\ making in Auvergne,
which was exhibited at the Exposition Universelle in Pans m 1855.

I he painting, commissioned bv the I rench government .is a pendant

to /'/on ing in Sivernais, which had been painted foi the state seven

ve.iis earlier, was awarded a first-class medal at the exhibition. The
commission for Won ing in Ni\ ernaii had stipulated only that the

subject was to be plowing, with payment set at three thousand tunes

Bonheur is thought to have taken the idea for that picture from a

plow mg scene described in George Sand's La mare au diable (The
DtviVi Pool)11 and to have developed it more elaborately from direct

nature studies made during the fall and winter of 1848 in the

countryside around Nievre.

I ike Plowing in Nivernals, Haymaking in Auvergne is a pastoral

scene that pays tribute to (he I rench countryside and the laboring

peasant It was Bonheur's custom to use studies from nature, often

made several ve.us earlier, when developing a large composition.

During a visit to Auvergne in 1846 she had studied and recorded the

lite ot the province in a series of sketches and drawings that she used

for this painting nine years later. Such rural scenes and themes of

peasant labor were praised by critics as "those new Georgia, in which

contemporaiy artists and writers — modern Virgils — have rein-

stated and extolled the foster-fathers of the race." 18 The seventeenth-

century Dutch masters of similar subjects often served as models for

Bonheur and her contemporaries like Troyon, Brascassat. and

Millet, while her poetic transcription of country life in both Plowing

oi Nil ernaii and Haymaking in Auvergne was lauded by critics as

the equal of paintings by Albert C uyp and Paulus Potter.

Bonheur. in the 1890s. clarified some mistaken impressions in an earlier mono-
graph by Eugene de Mirccourt (1856). See Stanton

^erling and Salinger. 161-64. for history, provenance, stylistic discussion,

and bibliographical references for The Hur\e Fair.

8.

Klumpke. 30. 36-37.

9.

Thore-Burger's review of the 1847 Salon, for example, as quoted in Stanton. 32.

10.

Sterling and Salinger. 161-62. discuss the retouching of The Horse Fair due to

such criticism.

II.

See Bonheur's correction of the Mirecourt text in Stanton. 32

12.

A similar study of dogs is repr. in Klumpke. 379.

13.

Quoted in Klumpke. 181.

14

Repr ibid . 179

15.

Repr ibid.. 177.

16.

This painting was exhibited in 1867 and is repr. ibid., 264.

17.

Bonheur's biographer and friend, the artist Henry Bacon, reports that the

Bonheur family often read aloud to each other and that Rosa was particularly

touched by Sand's masterly descriptions of animals in landscape. Bacon. 833-40.

See also a critical comparison of Bonheur's work with Sand's by Emile Cantrel.

198-99. and Roger-Miles. 36.

18.

Henry Peyrol as quoted in Masters in Art. 32.
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Although the composition <>t the oil sketch tor //

Auvergne differs from the finished work it does include all the major

components Pivotal to both is the havwagun with oxen set in a I

meadow, surrounded bv men and women loading the h

are fewer figures in the preparatory oil .ind. underslandahl

greater sketchiness of setting .md figures Wagon and oj

right angle on the left ami are balanced b> reposing cattle and tl

on the right; the focus is on the foreground, w it h a few hriel lint

suggest the possible inclusion of middle-ground figures In the finished

painting, the w.igon and harnessed ox.cn are more Continuous in line

and are placed more centrally m the canvas l his rearrangement

permits a broader depth of held in w hicfi distant figures, still working

in the held, can be seen as part of Ihe haymaking
|

I vpical of Bonheur's work of this period are the hon/ontal arrange-

ment ol forms in sparkling, sunlit fields and the concern tor

tomical .huii.kn Her summary handling of the background land-

scape sets the foreground forms in relief and ittention upon
the active anil vital figures, both human and animal

HI)

Gathering i-" the Hunt

Oil on tarivas

! v l^fiun i

Stockton. ( alifornia, Pioneei Museum and Haggin Gallei

(See color plate, p v

79

Gathering t<" tht Hunt is one of Bonheur's manv compositions based

on farm and peasant lite Painted in the same period U // ;/;

Auvergne il exhibits the same precise rendering of individual forms

and a similar compositional emphasis on the interaction of moving
figures I he arrav of hunters, horses, and dogs are aligned parallel to

the picture plane, their vitalitv and motion relieved agamsi a skctchv

OUIld ol land and skv Her shallow spate stresses the animated

foreground action, while the movement ol light reinforces the

dynamism of the forms \ igurcs are integrated on the surface of the

canvas hv the broad, single hon/ontal sweep of the composition,

giving the activity a strong sense of cohesivcness Bonheur used this

ctimposition.il arrangement lor manv multi-figured canvases of similar

or related subjects I h, ( ,.//,, •

also exhibit precise foregrounds and atmospheric, skctchv backgrounds

Her tor ms tor ( nil hi ring foi the Hunt realized w nh great anatomical

accuracy, were undoubtedlv studied and sketched in individual

studies I his painting combines the v igorous movement and love

of horses evident in her popular / fig ; 2. p *<iwith

her interest in peasant lite apparent in Haymakii and
/'/,'» ing m \m ernaii t Musee National du ( bateau de Fontainebteau).

|SI

klumpki-. r t

:<>

Ibid.. MS
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I. ill) Martin Spencer

American, ls::-l^o:

1 illv Marl in Spencer w .in one of the most important genre painters in

the I nited States and one of the most popular American artists of the

mid-nineteenth century she was burn in England of \ rench parents

who emigrated to America in 1830 w ith their eldest daughter,

Angelicine Marie, nicknamed I ill>. and two sons, in order 10 establish

a Utopian cooperative communh) IX-spue the failure of th is plan,

the Martins supported progressive causes the temperance movement,
abolition, and women's suffrage

I ill> crew up in Marietta. Ohio, where her father was a teacher and

farmer Her firM important artistic work, undertaken in her teens, was

the decoration of the walls of the family home w nh humorous, life-

size representations of the entire household going about familiar

activities l he artist m.i> have had help in coloring these wall-draw-

ings from two local artists, one of whom. ( harles Sullivan (1794

helped her to hold her first exhibition in 1 84 I I or unknow n reasons,

she rejected an offer of assistance that would have enabled her to

stud> art in Boston or Hurope and instead moved to ( mcinnati with

her father m iK-il I here she did mainl) portrait painting, studying

briefly w ith John Insco W illiams i IK I < 1873), one oi ( mcinn.it is

best-known portraitists She married Benjamin Rush Spencet in 1844

Having already broken the conventions restricting women from seri-

ous dedication to a career in art. I ill) Martin Spencer broke the

conventions of marriage as well: eventual I) Mr Spencer devoted

himself exclusively, to domestic tasks and assisting his wife in her

profession. Their marriage was evident!) happv and prolific they

are said to have had thirteen children, of whom seven survived —

'

despite the financial difficulties that continual I) plagued them In 1847

Spencer exhibited at the first show of the Western Art I nion in C m-

cinnati; several of her works were engraved for distribution to

subscribers that year and the two follow ing

The family moved in 1844 to New X. ork. where Spencer showed and

studied at the National Academy of Design, absorbing the manifold

influences available to the artist in this metropolitan center. Of par-

ticulat interest ma) have been the Dusseldorf Gallery, where the

highlv finished, often anecdotal productions ol this school oft ierman

artists were on view Although she painted some Shakespearean
scenes. Spencer gradual I) turned more and more to her family and to

domestic life foi inspiration I he middle-class American public pre-

ferred genie painting above all other types; anecdotal scenes rich in

sentiment and spiced w ith humor were most popular. During the fit-

ties. Spencer established hei reputation as one of America's most

important producers of domestic genre, with works such as: Domestic

Happiness (ca I84 l)»
; The Jolly Washerwoman (1851); Peeling

Onions (ca ik<:. Boston, Postart ollection); shake Hands (I8S4.

( olumbus. ( )hio Historical ( entei I. /w\\ \/< and ) ou'll Kiss the ' I asses

i I8S6, Brookl) n Museum); " This I title Pig H ent to Market" < 1857,

Mai letta. ( )lno. ( ampus Martins Museum); and I he Gossips ( 1857).

a large-scale, main -figured OUtdooi work.

Mtei the Spencers moved to New leisev in 1858. the artist continued

to produce domestic genie, although main ofhei works ol the sixties

are touched with daiker themes related to the ( ivil War. Her most

ambitious painting of this period was a large-scale allegory, probably

influenced bv ( lench Salon painting of the t ime. entitled Truth

l ni eiling Falsehood ( I8h (
>). which, along with the artist's We Both

Must /(/</< ( I8h9). a portrait, and several smaller works, was exhibited

at the Women's Pavillion of the Philadelphia ( entennial Exposition

m I87(. Spencer's latei style is looser and darker in tonality, lacking

the crisp contours, sparkling colors, and sharply defined details of her

earlier works.

Although Spencer, unlike her mother, was not an active feminist, it

is obv ions that as a specialist in paintings of domestic life she concen-

trated on and sympathized with the everyday experience of women.

Many of her paintings have female protagonists, and in her medal-

w inning allegory, truth Unveiling Falsehood, Truth is protecting a

young woman nursing a baby because, as the artist said, woman in

particular needs Truth to enlighten and protect her so "that her smile

i.

Washington. D.C., 2\
»

Ibid . 205.

J.

f-rcivogel. 14.

4

Washington. D.C., 173. The description was accompanied by an engraving

of the subject by A.J.J. Hervieu.

5.

Ibid.. 50 and 173.
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and her words, which are the first that mankind in its innocence

up to. may not '.each it error ."'-'

I ate in life, Spencer painted pur
of two feminists Ella V\ heeler Wilcox and Elizabeth < .id> Stanton.

In the words of one writer. I ill> Martin Spencer was indeed a

"Feminist without puhtu

XI

Hi, Young Husband First M I8S4

Oil on canvas

v 24', in (74.9 v 62 *v cm i

New York. Collection Mr. and Mrs Edward Abrahams

I he subject ol this painting seems to have been directly inspired bv a

passage in Mrs I rollope s Domestu \4annei pub-

lished in 1X12 "It is the custom for the gentlemen to go to market 81

( incinnati I he smarted men in the place, and those ot the highest

standing' do not scruple to leave their beds with the sun. six davs in

the week. and. prepared with a mightv basket, to sallv forth in u
ol meat, butter, eggs, and vegetables I have continually seen them

returning, with their weightv basket on one arm and an enorm.

ham depending from the other ' Spencer \ ///, )..«•
I r\i

I •••as the pendant to this painting and the two received

equally mixed criticism when thev were shown together at the

National Vcademy of Design in ixsf, Rie reviewer in Hi, i

admired the color anil lack ot "conventionalism" ol the pair, but

criticized theil poor drawing and fro/en expressions as well as the

frivolnv ot the incidents depicted with such earnest, painstaking

technique

In actuality, /' and seems less co) and mannered than

manv ot Spencer s popular paintings, it is spared the exaggerated

grimaces and straining alter humorous effect that mar so manv of her

best-know n works Here the artist has skilltullv combined still life w ith

anecdotal figure painting in a piquant city setting I he easv ser

movement and the informal composition mav even call to mind some

of the city scenes ot I rench ninctccnth-ccnturv painters like

( aillebotte, despite Spender S tar greater emphasis on the anecdotal

aspect ol the scene

::-



Kmil> Man (Kborn

British. I834-?

Emit) \lar\ (Kborn was the first-born child ofan Essex clergy man
whose curac) took him to I ondon m 1848 I here the adolescent girl

— with some resistance from her skeptical father began attending

art classes al Mr Dickinsons \cadem) on Maddox street she stud-

ied briefly under John Mogford. a minor landscape painter, and later

and more extensive!) with James Matthew I eigh. a portraitist and

history painter whose skills as a teacher were particular!) influential.

In 1851, at the ace of seventeen, she suhmitted her first entries to the

Royal Academy - a few portraits and two genre subjects entitled Ihe

and // where she continued to evhihit until

in the course of her long career, spent partly in German) begin-

ning in the earl> 1860s. her work also appeared in the Hritish Insti-

tution, the Society of British Artists, and in such commercial

establishments as the Grosvenof Gallef) and the New Galler)

Most of her hrst financial successes came from portraiture; among her

earliest patrons was Queen \ ictoria. who bought at least two of

Osborn's works W D rol I

*" < .md the famous canvas

hailed at the I860 Royal \cadem> show. // » Both emi-

nent patronage and public recognition through awards came to her if

only to a limited extent, in 1862 she won a siher medal from the

Societ) for the Encouragement of the I ine Arts tor Tough mod I

and two >ears later she won a hrst pn/e of SIX!) guineas for the best

historical or figure subject at the ( rystal Palace Picture dallery

( on\ers.ini with several modes of painting. (Khorn produced, in

addition to genre pictures ithe mainsta> of her art), such portrait] as

Phillip Gosst J' and \4adamt Bodichon as well as narrative and lit-

erary paintings such as Isoldt H, • Worship in ti lohiuoit,

and Hn h.unp, Lord Sithisdalefrom the Tower in l?l* Her best-

known paintings deal with the theme of the victimized or distressed

woman, often the object of callous social treatment and prejudice: two

outstanding examples are Ih, u of 1860 and Vamelessand

Friendless of 185". one of the rare paintings that represents the plight

of the woman artist tr> ing to sell her wares (see fig. 33. p. 54). The

prize-winning Halt tin- World Knows \.>; Ho* tin Other Halt Lives,

1864; For the Last Time, 1864; and God's Acre, 1868. all deal with

related and similar!) bleak —themes of the consequences of death

and penurv in the lives of young women

\4n Sturgis and Children, IS^s

Oil on cam as

90 x 52 m (228.6 ft 132.1 cm
|

c hicago, ( ollection Robert Peerling c oale

S OOtol plate, p 88)

Mthough the ulcntiiv of the sitters in this life-sized portrait is uncer-

tain, it is possible thai il represents the Bostonian Julia Overing Bon

Sturgis She had come to I ondon in 1848 with her husband. Kussell

Sturgis. a businessman also liom Boston, and three of their children:

May; Julian, who would have been seven at the time; and Howard, an

inlani w hen the work was painted ' I he painting, which was no 266

in the Royal \c.ukmv I xhihiiion of 18??. was commissioned by

William Mitchell, who had heard that (Kborn wished to produce

something of greater importance than anything she had vet attempted.

I he work was shown at the same time as the artist's small picture.

\/\ ( •titt^i Door, which was bought by the queen. I he artist received

two hundred guineas for the portrait, which Mr. Mitchell presented

to the Sturgis GtUTlil

I he composition, which knits mother and children together in a

compact, interlocking group, seems clear!) dependent upon

I eonardo's charcoal cartoon of the I irgin and Child with St. Anne.

which had been in the possession of the Royal Academy since 1791 or

earlier ' I he portrait t> pe of an upper-class mother and her children

in an outdoor sett ing owes much to the tradit ion of eighteenth-century

British portraiture, as exemplified in the work of ( lainsborough.

Reynolds, and I awrence.' Yet this work is unusual in that the figures

are placed not in the customary landscape setting, but against the

foil of a richly painted beach. It is significant that William Powell

Frith had exhibited his Life at the Seaside (Ramsgate Sands) in the

i

Militating against this tempting identification is the lack of any specific reference

tn cither the portrait or to the Mitchell brothers in ihe available documentation

about the family of Kussell Sturgis. The children are not specifically stipulated as

belonging to the sitter in the title Two of Mrs Sturgis' children. Julian and

Howard, grew up to be fairly well-known writers in England. See E. W. Borklund.

Howard Overing Sturgis An Account of His Life and Writings Togerher with

His Lnpuhhshed Works." doctoral dissertation. University of Chicago. 195V.

especially 24-2?

2

Dafforne. 261.

3.

London. Royal Academy of Arts. Leonardo da Vinci Quincentenary Exhibition,

1952, no 109.

4.

f>ne wonders, for example, how much Osborn's other R. A. picture of 185?. V/i

Collage Door, owed to Gainsborough's various Collage Doors

5.

Dafforne. 261.
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I li/abt ih hk-anor Siddal

Brilish. 1834-1862

I8M Royal Academy Exhibition, and thai the woik had made .1

strong impression at the time ant) had been bought by the queen

Frith's detailed, many-figured scene of contemporary seaside activity

was therefore shown in the same Academy exhibition in which

()sboi n had show n her own small Pickles and Preset 1 es, which was

subsequently bought by Mi. ( J Mitchell, brothel ol the man
who commissioned Mrs. Sturgisand Children.9 Although the figures in

Osborn's portrait are more elaborately dressed and formally posed

than those in Tilth's genre scene, and lack the protective paiasols

and bonnets worn by the ladies in the hitter's painting, it is certainly

likely that the impact of his Life al the Seaside accounts foi the

unusual setting of this ambitious portrait.

Horn into a lower middle-class family, I lizabeth I leanoi Siddal rose

to prominence as the hauntingly sensuous face w nh red gold ire

immortalized m numerous Pre-Raphaelite canvases Discovered m
I84 l

v b\ Waltei Deverell, an artist acquainted with the youthful

Pre Raphael ite Brotherhood, she beg.in posing inr several members

of the circle, hut b> 1852 was serving solely as Dante Gabriel Rossetti's

model Met relationship w nh him intensified on several levels thai

seal in addition to becoming his exclusive model, mistress, and

pupil, she was his romantic ideal and primary muse for the next ten

years Reticent and enigmatic, she was quickly enshrined b> the

gioup as a cull object and became an obsessive image in Rossetti's

draw mgs and paintings

Dependent on Rossetti lor her artistic instruction. Siddal inherited

numerous st\ hstn. characteristics from him her aw k ward draw ing.

imperfect perspective, and Gothic proportions, her claustrophohicallv

tilled interiors; and hei predilection lor medieval or Arthurian sub-

jects all ultimately derive from his influence William Holman Munt.

I oid Madox Brown, tlfred, I ord fennyson, and Rossetti himself

all valued hei talent highlv . and in I85< the august critic John Kuskin

offered hei I SO pounds annually as payment for her paintings I he

strongest period ol her artistic production occurred between IX* 2

and 1857, after which her health worsened and she painted less fre-

quently, sometimes preferring to write poetry Her work w.is

exhibited only twice during her lifetime, first at the Pre-Raphaelite

exhibition at I it/ro\ Square in the summer of 1857 and then a lew

months Liter in a show of modern Hrit.sh art al the National \cademv

ol Design in New >, or k

c ontinually plagued h\ bouts ol melancholy and lingering illness, she

tinallv married the philandering Rossetti m I860, but by that time

their earlier tempestuous passion had largely been exhausted I ess

than two v ears later she died of an overdose of laudanum. Siddal left

behind the dual legacy of her mesmerizing face in the works ol

Rossetti, Millais. and Munt as well as approximately thirtv of her own

•
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draw mgs and sketches, over a Jo/en watercoiors, and one self-

portrait in oil. I ong after she died her memor\ tormented Rossetti;

he eventual!) arranged to exhume the manuscripl of his poems he had

buried with her as a svmhol of grief, self-sacrifice, and guilt.

S

V I S^O

\N atercolor, gouache, and colored chalks on paper

I l

!

... x 7% ,n (28 4 x IS I cm.t

Signed and dated lower left

Cambridge. Fitzwilliam Museum

Clerk v in one of two works Siddal produced while collabor-

ating with Rossetti on illustrations for hook ofold hnglish ballads

compiled b> \s illiam Mlingham. she executed several draw mgs of

this subject between IS ^4 and IS*"", although the version closest to

this composition was done in Ma) of 1854 1 he subject comes from a

Northumbrian ballad about Maid Margaret and her fiance l lerk

Saunders, who was killed b> Margaret's seven brothers for becoming

her lover. I nable to rest quietlv in his grave until he is freed from his

pledge of sexual fidelity and marriage, he comes to her room one

night, beseeching. "Give me mv faith and troth again. 'I rue I ove, as

I gied them to thee."' Siddal has depicted the moment when the

wraith, his hloodv wound distinct!) v isible on his green cloak,

obtains release from his vows Maul Margaret obliging!) holds the

sacramental hough between her teeth "She has given it | the houghl

him out at the shot-w indow.AN i monv a sad sigh and heavv gro.in
"-'

^ et over her bed hangs a similar sapling branch, possihlv alluding to

a future lover I he dawn breaking over the citv in the background

suggests the impending departure of the specter to the now -peaceful

realm of death This shrouded, resurrected figure has a ( hnst-likc

qualitv that is reinforced bv other elements m the composition,

parlicularlv the Bible on the table and the crucifix behind Maul

Margaret

The intentionallv archaic and crowded composition and the brilliant

gemlike hues of Clerk Saundt < » recall Rossetti's watercoiors of about

this period, such as his l am o/ tin- Seven Towers d ondon, late

Gallery); -t Christmas Caro/ (Cambridge, Fogg Museum of Art);

/•;< Chapel before the Lists (London, rate Gallery); and The Wed-
ding oj & <<< orge ti'ul Princess Sabra (I ondon, late Galler) ).

Several Pre-Raphael ites used themes from earl) I nglish oi Vrthurian

legends, but the flattening effect and the lineal aw kwardness ot Clerk

Saunders are peculiarl) Rossettian in origin. The theme, however.

remains intense!) personal, an expression o\ Siddal's own private

fears o( rejection, remorse, and traged)

The features of the voung woman hear an uncannv resemblance to

those of the artist herself (nven Siddal's stormv and hermetic nature

it is not surprising that manv of her painted and p»»etic works embodv
themes of desolation, jealousy, rejection, and pain The theme oi

frustrated love in her poems such as "I ove and Hale. Worn Out."

"The Passing of I ove." and "Gone" is echoed b> her anxietv over the

separation of lovers in works such as I hroyan; The

Lady Affixing a Pennant f r
(London, rate Gallery);

- Helen, Lad) ClareiH amhndge. f it/william Museum). The

Lady ofShalott il ondon. Maas ( iallerj ». and Sir Patrii k Spens

1 1 ondon. 7 ate Ciallen, I. Fhe last work. of IS^ft. the artist based on

another ballad, in which melancholv women wait futile!) for their

dead lovers to return from the

C l«.rk Saunders.' as published in The Ballad Book — A Selection of the Choicest

British Balladi, William Alhngham. ed., 1 ondon. 1X65. 153.

2

Ihid.. 155
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Berthe Morisot

French, I84l-I89<

83

Bei the Moi isoi i careei as .in Impressionist painter, studded w it h the

Frustrations and rejections encountered b> this group, is remarkable

foi .1 numbei ol reasons Hei social position .md sex made Morisot

choice "i .i profession as an artist unusual; even more astounding t>>r

a well-bred young unman was net alliance w ith the most revolutionary

factions of the contemporary art scene With Mar) < assail she has

the distinction ot being one ol the ttrst women t<> challenge the art

establishment and to achieve renown outside officially approved

circles

She was horn in Bourgcs. the voungest ol three daughters nl .in upper-

middle-class family. In 1848 the nun ily moved to Paris where her

tather a civil servant, had been transferred Berthe and her sister

I dma heg.m to draw at a ht\ early age. exhibiting more seriousness

and dedication 10 art than was usual tor girls ol their class I ncour-

aged bv then parents. the\ studied lor a short time with deolt-

Mphonse ( hocarne. an obscure master, then changed in 185$

Joseph Alexandre ( nnchard. a pupil ol Ingres and Delacroix \a

was customary for the era, their training included copy mg at the

I OUVre where they tackled \ eronese, Rubens, and other old masters

w ith surprising forccfillness I he Morisot sisters admired the work ot

the Barbizon painters Rousseau. Millet. Daubigny, and particularly

( OTOt, anil expressed a w ish to paint OUt-of-dOOrs to the disappro\ ing

Ciuichaid

In I 8h I Herthe and her sister were introduced to ( orot. who inv ited

them to watch him paint at \ ille d'Avray and who became their

mentor and a Close family Friend. I he> spent the next several sum-

mers paint mg at I'ontoise. Normandy . and Brittanv . studv ing w ith

( orot's pupil \chille I rancois Oudinot. through whom the> met

Daumier and one of the earliest painters to work directly from

nature. ( harles Daubigny Berthe made her debut at the Salon ol

I8(S4 with two landscapes painted the previous summer at the Oise

River between I'ontoise and tuvers I or the next ten vears. until the

first Impressionist exhibition in 1 S~4 when she resolved never to
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show m the official forum again, her work was seen quile regularly at

the Salons. 1 Hdma married in 1869 and abandoned her career, but

Berthe continued to paint, forming new friendships and associations

with Degas. Puvis de ( havannes. and particularly hdouard Manet.

She had been formally introduced to Manet- in 1868 He already

knew and liked her work, and they formed a warm friendship based

on mutual respect. It was partly through her efforts that Manet later

took up plein air painting and Impressionist color Monsot posed for

several portraits for Manet i The Balcony, Salon of 1869. Paris,

l.ouvre: Repose, 1870. Providence. Museum of Art. Rhode Island

Sch(K)l of Design) receiving his encouragement and entree into the

circle of young artists, critics, and poets who met at the ( ale Guerbois

for lively discussions on art.' In 1874 she married his younger

brother hugene. It was. however, contrary to Manet's advice and

example (hat she began to exhibit in the independent Impressionist

shows

A cultivated and charming woman who traveled to Spain. Holland.

Italy, and hngland. Monsot was a warm hostess whose home was ,i

center for the best intellectual and artistic minds ol the period Her

many friends included Mallarme. Baudelaire. /ola. and the com-

posers ( habner and Rossini, as well as a wide circle ol artists \tter

Manet s death in 1881 she was active in arranging a major retro-

spective and sale ot his work. I hough free of the financial cates that

burdened her colleagues Monet. I'issarro. Renoir, and Sislev. Monsot

worked earnestly and loyally as a member ot the group, exhibiting in

all the group shows except that ot 1879. when she was pregnant

Unfortunately, the determination w ith which she pursued the diffi-

cult route of the artistic rebel and her significant contribution to the

Impressionist vision have been less emphasized than her supportive

and feminine role within the group.

I he landscapes that predate Morisot's meeting w nh Manet exhibit

the low -keyed color harmonies ot ( orot w ith the freshness ol direct

observation from nature Her execution grew freer under Manet's

guidance. 4 culminating around 1872-73 in a bolder palette, sketchy

execution and elimination of details. .in<.\ a daring treatment ol planes

in broad, fluent brushstrokes. She was now clearlv devoted to captur-

ing the shifting, evanescent effects of light and atmosphere that also

intrigued her Impressionist colleagues. Her brushstrokes became
more rapid and loose and hei forms dissolved in a shimmer ot sott.

harmonious color.

For the freshness of her style, the intimacy of her subjects, and the

charm of her personality. Monsot was often labeled "feminine'' by

her contemporaries as well as by more recent critics 1 ike her friend

Mary C assatt she often portrayed women and children, but her style

is quite unlike Cassatt's careful linearity and deliberately. Rattened

figures and spaces. Morisot's work conveys a sense of spontaneity

and naturalness In her interior scenes, for which her daughter and

niece were often the subjects, the accidental pose and Meeting impres-

sion of a particular moment in time are set down with intir:

warmth, and serenity. In her later years she turned her attention

somewhat more to drawing, giving greater emphasis to the plasticity

ol her lorms In this she was not unlike Renoil who. aftei I 8
-

sought greater compositional structure, or Degas who had alw

maintained strong draftsmanship.

Morisot's work, along w ith that of her Impressionist colleagues

handled by the courageous dealer Durand-Ruel. though never com-

mercially successlul during her lifetime, she did receive better auction

prices than Monet. Renoir, or Sislev l nder Durand-Ruels aegis her

work was seen, but poorly received, at group shows in I ondon in

188V at the I oreign I xhibition in Boston in (he same year, in

Brussels in 1885. and in the dealer's first successful exhibition in

America in 1886 She participated in the Exposition Internationale

I Georges Petit's gallery in 188" Her first one-woman show .s

held in 1892 at the Boussod and Valadoil galleries and in I8V4 the

I rench government purchased her Young Won
Hall tor the I uxembourg collection

Berthe Monsot s position as a significant artist in the early revolutions

ol the modern movement is secure Monographs in several lan-

guages and many articles have been written about her work, her

correspondence has been published, and her work hangs in leading

museums throughout the world I he centennial celebration of her

birth was honored with a retrospective .it the Orangerie in Hans in

194 I . the ( ouncil ot ( i real Britain staged a one-woman show ol her

work in I9SII. and her paintings from the Rotiart ( ollection were seen

in a traveling exhibition in the I nited States and ( anada in |s*<;
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Ih, Sisters 1869

< )il on canvas

i 32 in. (52.1 x 8 1.3 cm.)

Signed upper right Berthe Monsot
Washington. D ( , National Gallery ol

(nfl of Mrs ( harles S ( arstairs

Morisot's Tht Sistt '* is a fairly early work, painted during the first

vears of her association w ith the ( afe Oucrbois group. Its subject, two

tranquil figures sealed in a bourgeois sitting room, was fairly popular

in the I861K and "Its It was treated by Morisot*S friend I antin-

I atour in 18*9 i I lit irtist i Nnr< n Embroidt N
I ouis. ( n\ Art

Museumi and again by Monsot in 1870 IThi Artist mi
ami Their \l>'iin r

. Washington. D( , National Gallery cA \ni. Asm
the I8"n picture, the figures ot rs sit on a patterned

placed against a wall decorated with a fan-shaped painting. Both

pictures are representations of commonplace moments in daily life,

and in both the figures are immersed in private thoughts or occupations

During the year that separates the two paintings Monsot began her

friendship with Manet and developed a firmer style and greater

confidence'' I he composition of / ally symme-

l.

In 1X65. 1X66. IX6X. 1870, ls~:. ,,tu! -

j

By Fanun-Laiour while she was cops ing I Ruhcns jt the I ous re

li is unlikels that Monsot attended these meetings, hut she s» as certain!)

informed of rhe content of the discussions
4.

See. for example. The -trnw'v Sister Edmatmd Their Mother, 1870, repr in

Repaid. 243.

S.

The execution of the taller painting nevertheless did cause Monsot some
anxiety See Rewald. 241-42
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trical, although her increasing usualness can be sensed in the subtlv

varied poses of the figures and the curved, cropped line ofthe soft

hack on the left. Here her figures are -till modeled in clear, rounded

contours and set in shallow space; the\ are relieved from their back-

ground bv a series of receding planes that juxtapose a small-scale

dress pattern against the broad floral tortus of the soft and the final

flat background plane. In her 1870 painting Morisot's composition is

more offhand, and. although the figures are less volumetric, strong

tonal contrasts nn the manner of Manet) create a commodious space.

In general, the sense of casuainess fell in / S - is dependent

upon single forms such as the fan held b> the right-hand figure, the

relaxed arm of the figure on the left, and the cropped plant in the

background The air ofrepose that is present in much of Morisot's

work is. m this painting, the sum of the sitters' thoughtful intro-

spection as well as the even lighting, broad, simple volumes, and

pale harmonies

Morisot's taste for casually encountered 01 readily available subjects

is reflected in her choice of two local voting women as mixlels" and in

the inclusion olfa background painting which, in its fan-shaped

form, resembles man) of her own compositions.' She uses this latter

form to unit) the composition its offhand placement between the

sisters, its repetition of object and contour in the hand of the tight

figure, and the echo of its shape along the sofa .ire the connecting

lines between the single parts of the painting

Morisot's solution to formal problems w.is KXMI to gain more ease

and her stvle to become more spontaneous, but her fresh and delightful

vision is already apparent in

Pan\ Seenfrom lht I • y ~
2

Oil on canvas

i )2 in. (46.3x81 I cm.)

Signed lower left Bert he Moriaot

I he Santa Barbara Museum of \rt

Gift of Mrs Hugh H kirkland

Ihe subject of this painting, a panoramic view of Paris, coincides

w ith the then prevailing taste among advanced artists and writeis fol

contemporary subjects and scenes from daily life. Painted out-of-

doors w ith a strong feeling for the effects of light and atmosphere, it is

also characteristic of the interest in conveying impressions of nature.

The inclusion of figures placed casually in the landscape, treated

objectively and with no special accent given to their presence, is also

tvpical of the concern for capturing, on canvas, the accidental and

momentary aspects of life Ihe view as seen from a height was popul.u

with Impressionist artists and adds to the detachment and snapshot

effect of the composition. Renoir's Skating in the Hm\ dt Bouli

18h8 i Basel. C ollection Robert von Hirschl. and Monet's Hyde Park.

London, 18"
I (Providence. Museum of Art. Rhode Island School of

Design I. are seen from similar points of view.

Although Morisot is still dependent here on the low -keyed hat monies
of (. oiot's WOI k.

s the fluid bmshwork and freer paint application

show new influences from Manet. I his scene resembles his I tew oj

tin- Puns World's Fair (Oslo, Nasjonal Galleriet),9 painted foui years

earlier, but Morisot's composition has fewer figures and makes a

clearer distinction between fore-, middle-, .\m\ background planes.

resulting in a broader perspective and a more tranquil scene. Her
execution is sketchier than that of hei new mentor and omits detail

tot a mote general and immediate impression. Between the time of

Manet's painting and Morisot's. there is a tendency toward freer

brushwork and looser composition in (he work of Impressionist

aitists Beginning about 1872, with this work, spontaneity of handling

increased markedly in Morisot's canvases. ["he defined character of
this painting's foreground figures was to loosen considerably in

subsequent woik; forms were increasingly fused with surrounding

objects And dissolved in light and atmosphere. I he subdued coloi of

this painting was shortly to give was to (he bl illiant harmonies of a

fully Impressionist palette

\hnt Boursiei >uul Daughter, 1874

Oil on canvas

2s>': x 22V* in i~4 l
> x S7 | cm )

Signed lowei left Berthe Morisot

Ihe Brooklyn Museum (29.30)

i See coloi plate, p 89)

rhe subjects for this portrait were Berthe Morisot's cousins, Mme.
I ucien Boursiei and hei daughter, the future Mme. Hitier. The
choice of family members as subjects is characteristic of Mot isot, as is

the sense of well-being expressed b\ the mothei and daughter.

In this painting Manet's close-range figural presentations, arrange

ment of forms parallel to the picture plane, and fluid application of

paint have been fully assimilated I hat the artist has begun to move
toward the accidental composition and sketchy notations of ihe

Impressionists is evident in the broad, loose brushstrokes of (he

tigiues I ighl flows freely over surface; the color is warm and har-

monious Ambience ami sitters are presented casually, without

idealization Morisot's stvlistic direction is most apparent in the

handling of background, In a setting that suggests a studio or an

informal living area, space is more offhand than precise and forms

have become malleable anil ambiguous as a result of the active,

sketchy brushwork I rom about the time of this painting, Morisot

increasinglv subordinated detail and definition of form to color and

rapid paint application.

Morisot had painted a more traditional portrait of Mme Boursier in

1867. in which the seated single figure is presented in a three-quarter

view, with a pyramidal composition and compact volumetric planes

that suggest ( orot's classical simplicity. 1 " Although our portrait is

more informal, compositional balance and definition of the fore-

In a letter to her sister Edma Pontillon. Morisot reports that the models tor The

Sisters posed on three occasions and describes the experience as 'a nightmare."

Cued in Bataille and Wildenstein, 2-

7.

See. for example. Bataille and Wildenstein. Le Pattnave, no. 697. fig. 66X: Oles

au bord du lac, £i

i

•
_i

8.

Rewald
9.

Ibid.

10.

Bataille and Wildenstein. no. 13, ill. 13.
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ground figures arc nonetheless retained. Fhe two saters project

consciousness of the spectator's and. concomitantly, the artist's

presence thai is quite different from the accidental, snapshot effects of

Morisot's full) Impressionist stvlc.

B

11 Inn Flo* crs in a Bt>>\ I

Oil on canvas

I M in. (45 7x55.2 cm.)

Signed lower left: B Morisol

Boston. Museum of Fine \rts

Bequest ofJohn I Spaulding

In this composition Morisol juxtaposes organic forms « uh manmade
objects, the textures offlowers w ith the spare surfaces of manufactured

products, and the vertical line of the upright jug w ith the horizontal

Mow of flowers and howl C ontrasts in technique underscore her

oppositions and enliven the image Although a relatively small

portion of the canvas is devoted to the white blossoms, thev arc

clear!) the picture's focal point Accented bv central positioning and

a resonant treatment of surface, their small, tight forms are painted

with light-filled, thick!) textured pigments In contrast, the hroadei

area encompassing the background, table, jug, and how I is thinlv

painted w uh short, broad brushstrokes Morisot's flowers stand out in

relief against this background, their substantial it) and sensuousness

reinforced hv the richness o( the painted surface I he formal tensions

of the picture are reconciled h\ synthesis the jug and howl, joined

b> common brushstroke to background and table, share the volu-

metric definition of the white (lowers I he delight and dclicacv of the

painting are a result of Morisot's subtle formal resolutions .is well as

the graceful charm of the subject

(itrl in ,1 Hihii 11 uh Geei

Oil on canvas

v 21': in ih< 4 x <4 h cm I

Signed lower left B Morisol

Washington. D( . National Oallerv of \rt

Cnft o( \ilsa Mellon Bruce

Dating from the last decade of the artist s life. CM in a Boat >» ith

Gees* is painted in Morisot's full) mature stvle F he unsentimental

treatment of nature is characteristicallv Impressionist, and its simple

charm accords with Morisot's general seitsibilit) Morisot's imme-
diate impressions of the subject, painted out-ot-doors as had been her

custom for almost two decades, are recorded w uh a rapid sketchv

technique. Her choppv hrushwork produces varied and shifting

patterns, making minimal distinctions between trees, water, girl,

boat, and geese Morisot's vision is reflected in the short, staccato

brushstrokes, the absence of detail, and the fusion of forms into a

single textured surface. Despite the quiet rru>od of this painting, the

high-keved color harmonies and active surface create a svnse ot

immediacv and vitality.
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Mary Cassatt

American. 1844-1926

Mary Cassatt, like many of America's best artists of the eighteenth and

nineteenth centuries, lived most other life in I u rope She went

abroad with the wave ot art students who. in the second halt of the

last century, fell il necessary to complete their training in Pans

Unlike the others, however. ( assatt slaved to become a member <>l

one of the most important groups in the history ot art. the Impres-

sionists. Most biographies of this artist are sketchy because during

her lifetime she was extremely hesitant to be interviewed 01 to reveal

details of her life. She fell that her work should speak for itself. Il

wasn't until 1913, when she was sixty -nine years old. that she allowed

Achille Segard to interview her for his monograph. War) I OMSOtt, mi

peintre des enfonts el des meres.* I he information and anecdotes that

Segard obtained have been repeated ever since, forming the backbone

of all subsequent biographies of the artist.

Mary C ass. ttt was born in Pittsburgh, spending most of her childhood

in various places around Pittsburgh and Philadelphia and traveling

in Europe. Her family was middle class at a time when a middle-class

income allowed leisure and travel. She decided early to become an

artist. Segard reports that ( assails father, on hearing her plans to

study art in Europe, responded by say ing I would rather see you

dead.'
-2

But family resistance did not deter her from pursuing her

career. She entered the Pennsylvania Academy of the I ine Arts in

Philadelphia in 1861 and spent four years there In the late 1860s she

took extensive trips to Europe to study, returning home only for the

duration of the Franco- Prussian \\ ar i I 870-7 I ). In 1872 she was back

in Europe for serious study of the old masters in Italy . Spam, and

Holland. At the same time she began lo exhibit regularly at the

annual Paris Salon and to show at the National Academy of Design

in New York.

Works from this period show that although she considered the old

masters her teachers, she admired and wanted to be part of the newest

trends in French painting. Her first three Salon entries ( 1872. I i

1874) were of Spanish subjects a la Manet: the first. On the Balcony

during the Carnival (Bt 18*) is close to Manet's painting of the same
subject exhibited at the Salon ot 1X69 Her grasp ot ihe essentials it

the new Realism was recogni/ed by Degas, when tier entry in the

Salon of I8"4 was pointed out lo him by a mutual friend. She recalled

to Segard thai tie was impressed slopping in from ot it. he said

"( esi viai Voila quelqu'un qui sent commc moi ' Degas and

( assail later met and their admiration lor each other's work led to a

close and fruitful KSSOCiatiOfl 1 turn her first appearance in ihe

Impressionist exhibitions, which he invited her to join in 1879. the

critics linked her work lo his Hut her stature as an artist in her own
right, and the wealth ot inspiration thai she drew from many artistic

sources. prevents her trom being called a tollowet

During the period from 1879 to I8K6 she was an active member of ihe

Impressionists, exhibiting with them in ls~v 1880, 1881. and If

In the lightness o| her palette, the quality ot her brushstrokes, and

the intimate contemporaneity ot her subject matter, she explored all

the aspects ot ihe Impressionist aesthetic Mosi ot her models in these

veals were taken trom her family, especially tier parents and her

sister I ydia who all came to Paris to live with her in 18" Her

brothers, Gardnei and Mexandei (later president of ihe Pennsylvania

Kail road i. v is iied often during their European voyages, bringing

their families I hey were also pressed inio service as models, and the

children became subjects ot their aunt's earliest mother and child

paintings

By ihe I ighth Impressionist \ xhibmon in 1886. Impressionism was

under attack by the new generation of radical artists and was under-

going transformations by us original adherents ( assail s work al

this time shows that she too was evolving a new sty le She began to

achieve a more monumental effect by relying less on "spontaneity

"

and "contemporaneity'' and more on fine drawing and a simple,

stable composition The search for a more timeless image led her to

devote more and more time to the mother and child theme, applying

her iTHHlern v ision to a traditional sub..

I.

Achille Segard. Mar} Cassall, un peintre des en/ants el des meres, Pans, ism >

2.

Ibid.. 5.

3,

Adelyn Breeskin. Mary Cassall, A Catalogue Raisonne ••' ih t - <>;/%. Pastels,

Watercoion ami Drawings, Washington. D.C.. 1970.

4.

"It's true. There is someone who feels like me." Segard. 35.
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At the end of the 1880a ( assail came to artistic maturity in a variety

of media. In print making she created two series of etchings and dry-

points, one in black and white, one in color. I he series ol color etch-

ings, exhibited in 1891. was inspired by Japanese woodcuts and is

considered one of her greatest achievements. She designed anil

executed a large mural for the Woman's Building at the 1893 World

Columbian Exposition in ( hicagoon the subject of'The Modern

Woman.'' Also in 1893, she was given a one-woman show in Paris

by her dealer, Durand-Kuel, indicating that her paintings and pastels

were finally accepted by the general art world. But in spite ol the fad

that she was becoming part of the "Establishment" (as were the other

Impressionists), many aspects of her work link her to the newel

movements like the Symbolists and the Nabis.

I he late period of her work, 1900-14. consists mainly of portraits ol

friends and many more versions of the mother anil child theme Hei

fame as a mother and child painter is at its height in this period; the

nostalgia and sentimentality of the pre-war era made her popular.

She opposed the radical art trends of this decade, just as her art had

been opposed thirty years before. I ailing eyesight forced hei to stop

painting in 1914. but she maintained her artistic interests until hei

death in 1926.

89.

Mother about i<> Wash Her Sleepy Child, 1880

Oil on canvas

39'/2 x25Va in. (100.3x63.4 cm.)

Signed lower left: Mar) ( assatt/1880

Los Angeles ( ounty Museum of Art

Bequest of Mrs. I red Hathaway Bixhy (M.62.8. 14)

In many ways this work is a prime example ol \l.n\ ( assatt's painting

style in the earl) years of her participation in the Impressionist

group. She hail admired then art before she officially joined the

group in 1879 and had alread) begun assimilating elements ol the

new style into her own work. In particular she was interested in the

effects of the light palette and the vigoi of the visible brushstroke \

profile view of her sister (Lydia Reading the Warning Papei 1878.

Omaha. Joslyn Art Museum) shows the new approach she lin>k to the

quality of the paint, giving a an independence and life thai are so

characteristic of Impressionist painting Mother about to Wash Hei

Slccpv Child is in this same sty le o\ v igorous hrushwoi k that captures,

especially in the draperies, a scintillating brightness

Also Impressionist in character is the casualness of the two figures

engaged in a perfectly unexceptional everyday activity. I his casual

effect is primarily conveyed by the pose of the child, sprawled in her

mother's lap in the most unselfconscious, "imposed" u.t> I his sense

of a subject caught unaware in the middle of an action is found in

other works of this period, like Susan Comforting the Baby 1 1880.

Columbus Gallery of Fine Arts). A later work of the same subject,

known as The Bath ( 1892. Art Institute of Chicago), shows thai as

I assatt's work matured it diverged from this "temporary" quality in

order to convey an image of greater stability and timclcssncss But

around 1880 the influence of Impressionists like Berthe Morisot. who
had exhibited mother and child paintings in earlier Impressionist

exhibitions, was very strong.

I he pose of the child, w ith her legs spread apart over her mother's

lap. is one that instantly conveys the physical reality ot a young child,

giv mg the picture an intense helicvabihty It also conveys, by its

extreme relaxation, the intimacy and ease in the relationship between

the two figures Such an expressive pose, in addition to being a

favorite of ( assatt's. has a long history in images of the Madonna
and ( liild going back to the Oolhic period

( assail gave special attention to children as subject mailer in I

-

Her brothel came to Europe thai year with his wife and four children,

anil the artist devoted the summer to plein an painting and the

special effects Ol bright light, using all members of her family a->

models I he resulting group of paintings w as exhibited the next

spring in the Sixth Impressionist ( xhibition and earned widespread

acclaim ( )ne ol her most fervent admirers was the writer and critic

Joi is-Karl Huysmans who commended her on her masterful control

ol the mother and child theme. Often exasperated by such paintings

i \h' lis Bebes. mon l);eu' '). he recogm/ed ( assatt's talent for

convey ing the pleasuiable aspects of the subject w ithout trite senti-

mentality I riCOUragemenl from such source probably contributed

10 ( assails frequent use of the theme in her later work
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Young Woman in Black, 1881

Oil on canvas

JIM it 2514 m (80 x f.4 l cm.)

Signed lower right Marv ( assail

I ent by I he I'cahody Institute

( ourtesy ol I he Baltimore Museum ol Art i| <>4 18)

i See color plate, P 90)

( assatt's >.•//'/:.' I* man in Hla< k embodies many of the tendencies of

the Realist/Impressionist movement which she joined in 18"^ it

shows thai ( assail was a "painter of modern life" in the Baudelairean

sense, interested in capturing the moment through Us fashions, man-
ners, and poses I he technique is fresh, giving the impression that

the scene was recorded quickly, before ihe moment was lost She

presents her model as an elegant woman ot poise, a female dandy

I he young woman is dressed simply in a black sporting costume.

perhaps as an equestrienne like ( ourbet "s / Amazom of iK^fc or

Renoir's //,.m< » oman of 1873 \lthough posed casually in the

flowered armchair, she conveys a sense of energy by the uprightness

of her figure and by the crisp silhouette of her dark costume against

the bright whiteness of the chair.

I he broad handling of the paint indicates C assatt's loosening of tech-

nique in response to the more painterly styles of her contemporaries

The creaminess of texture recalls Manet, whom C assail admired
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from her earliest days in Pans, especial!) in a work like Hit Plum of

1877 Renoir and Morisot might have also inspired her to experiment

w uh the v isible brushstroke as a means of expressing spontaneity,

hut she avoids the extremes of the broken brushstroke that became

the trademark of Impressionist painting

In several ways the background setting of the painting is also typical

of the Impressionists first, certain broad shapes of the background

are used to echo the pose of the sitter For instance, the curve of the

chairback parallel to the woman's right shoulder and the curve of the

fan over her head add emphasis to the lines of her body Also, the

flowered upholstery of the armchair provides a livelv decorative

design which plays an active role in the painting's composition.

Finally, the painted fan (perhaps bv Degas) mounted on the wall

behind her is an example of a popular way to add interest anil intimacv

with a "picture within a picture

I his painting aKo suggests c assart's stud) o\ Degas's work during

this period The silhouette of the costume convevs a sense of the

K»dv and creates an interesting abstract design Degas used this

device in the several versions o\fa work that C assatt herself posed foi

Miss ,/ //( - Sish i in ." 880 Both Degas and

C assatt admired and were inspired bv Japanese prints, from which

this artistic device originated

\chille Segard speaks of this work as a portrait Hut it it often dif-

ficult to determine whether ( assatt's figure paintings are portraits or

works for which a friend or relative was used as a model Seldom
docs she make the physical appearance of the sitter the main objective

of the work, and she tends to be interested in onlv a tew facial tvpes

which she uses again and again ( ertainlv in this painting, the ele-

gance of the figure anil the sense of encrgv it conveys supersede the

portrayal of an individual woman's features
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I

Oil on canvas

i :^ . , - cm.)

Signed lower right Marv ( assatt

\Sashmgton. D( . National Ciallcrv ot Art

\iKa Mellon Bruce ( ollection

Modern an historians are shghtlv embarrassed bv Marv ( assatt's

interest in painting children But the fact is that children were such a

popular subject in the late nineteenth century that we are still in a

period of reaction to it Although the majority of child paintings

were produced bv artists of limited vision and ahilitv. many of the

most objective figure painters considered children worthy subjects

Manet. Renoir. Morisot, and IXgas all painted their youthful models

w uh straightforwardness and C assatt's first attempts in this genre were

hailed as unusually unsentimental. These artists even used child

subjects m works intended for major exhibitions. ( assatt's first major

child painting was exhibited in the Salon of 187s; the famous Girl in

the Him- Armchair i\n ashington, DC. National Gallery of Art) was

submitted to the \mencan Exhibition of the Exposition Universelle

Of 1S~S. and she exhibited paintings of hei \oimg relatives in the

impressionist Exhibition of issi

c .tssati used the marine setting only oneothet tune, in ///< Boating

Parry (Washington. D.C., National Gallery ^ Ktt)o( 1892, but the

theme of children on the beach was common in contemporary I tiro

pean anil American art I here weie two major traditions in the use of

this theme, and C assatt's image incoi pontes elements of both. The

first tradition, (he view of natUTC as a vast pleasure ground for stylish

tourists, is best known to us through the mannescapes of Boudin.

Degas's version of a beach scene. Bains <A \4er, shown m the Impres-

sionist Exhibition of 1877. might have been ( assatt's immediate

source Also important was the influence of English versions of this

theme, such as \\ l' l rith's / it, at tin Seaside (Ramsgate Sands},

which was shown at the Royal \c.ulemv in 1854 and bought In

Queen \ ictoria

I he other tradition of seaside children was perfected by Winslow

Homei in \mci ican ail Homei was a contempoi ai \ of< assatt's.

piohahlv well knovm b) hei. whose work was also susceptible to

modern European currents. \ iews of children in the great out-of-

doors were common m his pamtmgs and wood engravings of the

I s~tk ( aptut ing a contemplal iv e mood, he depicted children in twos

and threes, each absorbed m his own activitv with a vast landscape

setting I here is a Striking similarity, ot mood between Homer's groups

of children outdoors and ( assatt's Two Children nt the Seashore.

I hev share a seriousness not found in the usual "charming'' approach

lo children. Also similat is the breadth of the marine setting with the

distant hor i/on suggesting the boundless world ot the child's imagi-

nation But ( assatt s children are not the hard) country variety found

in Hornet's work; the) belong to the well-dressed tourist class ot

I nth and Boudin I he isolation of the figures does not express

independence as it does in Homer's work, but merely indicates that

their parents or nurses are somewhere outside the limits of the pic-

ture ( assatt combines the two traditions by extracting two of the

figures normall) seen as part of the stvlish seaside panorama and

monumentalizing them so that the) have unusual psychological and

COmposil ional importance

9:

Baby in Dark Hlue Suit. Looking ovet His Mother's Shoulder, 1889

Oil on canvas

29 x 2^ i

: in. (73.7 x 59.7 cm.)

Signed lower right: Maty ( assatt

( incmnati Art Museum < 1928. 222)

Bv the end of the IK8()s ( assatt's reputation as a painter of maternit

i

was well established, and her use of this theme was recognized for its

variety and special quality of directness. Throughout her career she-

was interested in the formal and expressive aspects of compositions

involving two figures, and the mother and child subject allowed wide

240



experimentation in this area. Ai a rule, the figures are presented as

the basis of the painting's composition Pushed forward to the extreme

foreground, the gestures and poses of the figures overshadow the

sketchy setting. In this painting ( assatt has used a mother and child

combination that she found particularly interesting the mother

holding the child upright in her arms v> that the child's head is on the

same level as hers I his allows an interplay between the two heads,

the psychological centers of the two bodies ( assail s mastery of this

device can be seen in the 18X4 portrait of her brothel \lc\ander

( assatt and his son. Robert, where the two black suits merge and the

two sets of dark eyes form an intense psychological pattern

In this painting, the interest is not in the juxtaposition ol the (wo

faces, hut in the opposition of direction; the child looks out. obscuring

most of his mother's face, which is directed into the background I he

boldness of a design that obscure-, the face of the most important figure

is as impressive today as il was in the late nineteenth ccniurv \l

the Impressionists experimented w ith this radical dev ice as they

attempted to heighten the expressiveness of othei aspect-, of the

composition \l the same time, ol course, obscuring the face created

a new and ambiguous psychological mood ( assail experimented with

partial covering ol the face in F/v< ffCluct I < < < 1880. Boston,

Museum ot i me Krts) where the teacup covers all but the eyes of one

of the figures, anil w ith obscuring the laces of both hguies n

nielli Hug (Ca IKKO. New York, I stales of Stephen K and \udrey

H ( ourriei i

one finds this mother anil child arrangement (mother's back to the

v lewer. child looking out i used by other artists, but not tor the tame

pin pose as ( assatt s I he mother and child are either a small part ot

a largei composition, as m f ord Madox Brow n'i Work < \x^2f<~

thev COnVe) an anecdotal message, as in William Mulready S Brolhei

and Sister, IX s " where the children play literally "behind their

mother's haek < assatt's figures, instead, exist in monumental iso-

lation, devoid ot any anecdotal interest Our back view of the mother

is explained only in terms of the pictorial effect, not in terms of any

discoverable human drama I he sense that the figures are at rest

eliminates even the possibility that the poses are temporary, in the

mannet of an Impressionist "captured moment "
( assatt s mature

Style, around 1XW1. has eliminated the Impressionist effect of spon-

taneity in faVOI ol a more iconic effect where the figures are static,

unresponsive to lime and environment

I he only aspect ot the painting that seems to belie this limelessness is

the gesture of the child w ith his finger in his mouth, the gesture is so

typical of children and so undignified that it gives the effect ot casual

realism, almost to the point of genre. It would be "cute" it it weren't

depicted with such seriousness, showing that an artist with strict

control over emotional effects can create a profound image with ele-

ments that could become trite it' not handled carefully MasaCCIO

used a similar finger-sucking baby tor his monumental Madonna anil

Child of the Pisa altarpiece in the early fifteenth century
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93

1891

Color print, with drv point, soft-ground, and aquatint

14% \ 10': in. (36.5 \ 26.7 cm.)

Pittsburgh, Museum of \n. Carnegie Institute

94.

The Fitting, 1891

Color print, with drv point, soft-ground, and aquatint

14% x 10 cm.)

Pittsburgh. Museum of Vrt, Carnegie Institute

95

Peasant Mother and Child, ca I S^-i

Color print, with drv point and aquatint

i 10 m (31.7 \ 25 4 cm.)

Los \ngeles Count) Museum of Vn

Graphic \rts Council in memor) of Ruth SprechertM 76.42)

\1ar\ C issatt's intercut in pnntmaking and graphic techniques con-

tinued throughout her career According to Segard. she learned the

etching priK'ess from an older Italian artist. C arto Kainioiuli. while

she was m Parma in the early 1870s Her interest m etching was shared

hv most of her friends in the Impressionist circle and was in tune

with the etching revival in the mid-nineteenth centur) In 1879, m
addition 10 exhibiting in the Impressionist exhibition, she. Degas.

PissaiTO, and some others worked on a protected journal of prints

that was to be called Li jour el la null Hv experimenting with new

aquatint techniques w nh Degas, she attempted to capture in the Mack
and white medium the effects of lighting and environment that she

had achieved in her paintings of theater and interior subjects Her

drawing st\le of this perunl is less concerned with a strong linear

treatment than with creating pictorial form with light and dark

Throughout the 1SX(K. however. ( assatt's Style underwent a process of

technical simplification, aided h> stud) of Japanese prints, that

resulted in the strong linear design of the color prints of the II I

such as / , Fitting and Peasant Mother and Child.

Prior to I8s)|. when she first exhibited her color prints, she had been

showing black and white etchings and dr> points at the \ earl \ I x po-

sition des Peintres-tiraveurs at Durand-Ruels galler\ A series of

twelve drypoints ot unusual delicac) and simplified design w.is show

n

in 1 S *-><
) However, in IS^I the Societe des Pcintres-( .ravcurs I ran

cais excluded her from their exhibition, which thev opened onlv to

native-born French artists therefore, she and Pissarro, who was

born in the West Indies, put on individual exhibitions of their work

in rooms adjacent to those of the Societe at Durand-Kuel

her most creative and interesting works Often, ('assatt's work in

black and white paralleled the paintings and pastels she was working
on at the time. Oocasionall) thev would be created as an exercise, in

the manner of a sketch, to work out a particular pictorial effect to be

used in a painting Hut the Colored punts were intended as major

works m and of themselves, and the scale and monumental it) of the
subjects reflect this intention.

I In Fitting and Hit Coiffure were both in this sei ies often prints that

was printed in an edition of 25. Ihev are a combination of etching.

dr) point, and aquatint, which was fun her enriched b) the special

effects of the application of the ink onto (he plate that Cassatl did

herself. Each print was colored separated in a technique called "a In

/•('///><( meaning that various colored inks were applied to the plate

at one lime and then printed simultaneous!) . I suallv color printing is

a process Of Sending the paper through the puss several limes, each

time printing a different colot ( assatt's process, a In poupfe, was

more like "painting" the plate Accidental bleeding of the colors into

one another, variations of oolot from one print to the next, variations

ofwiping the plate, made each print different, creating a variet) of

images within a medium that is ordinal ilv characterized In

standardization

( assatt's colored pi nils were inspired In the Japanese pi intS that had

become so populai m the Western woi Id in the second hall oft he

nineteenth centuiv Hv IKW. when a large exhibition of Japanese

punts was held at the I cole des Heaux- Arts in Paris, the initial

novelt) of Oriental pictorial effects had subsided ami I uiopcan

artists could stndv the techniques with the benefit of long familiarity.

Man) artists such as the Sabis and the ex-Impressionists Kenoir,

( e/anne. Sislev. and I'issarro followed ( assatt's lead in experimenting

with colored prints in the IM l>0s Hut none was as successful as

( assail in combining the Japanese quahtv ol design and subject

matter with the I uncli late Realist tradition.

hi Mother and Child, not a part of the series often, was prob-

ablv done later as ( assatt continued her study of this medium. It is

related to a pastel of the same composition that was done before 1894.

I he title Peasant li ontan refers onlv to the tact that ( assatt fre-

quently used women from (he village near her summer home as

models, preferring a sturdy, unsentimental figure type for her maternal

scenes It is interesting to note that at the same time the young

Kathe kollwn/ was also using the etching medium to create her very

distinct images of peasant life

( assatt's works in that exhibition included paintings, pastels, drv -

points, and the series o\ ten colored prints that represented her first

attempt at this new technique Her experimental works received

mixed reactions, but thev had high praise from such important

sources as Degas. Pissarro. and helix Feneon, the famous Svmbolist

critic. Todav. of course. C assatt s colored prints are considered among
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I ilia Cabot IVrn

American. 18487-1933

I ilia c .iKn Perry poet, painter, lecturer, .irul promoter ol Impres-

sionism in America was horn t «.-> the socially prominent I owed and

c ahot families of Boston Educated according to the convention foi

cultivated Boston ladies, she was at ease m the foremost social and

intellectual circles of her native city In I8~4 she married Professoi

rhomas Sergeant Perry, a scholar and teachei of eighteenth-century

I nglish literature and the grandnephew of the renowned ( ommodorc
Matthew ( Perry rhe Perrys were hoststo a large circle of writers,

artiMv and socialites, including William Dean Howells, Henry Janus,

anil I ilia's brother-in-law John I at BTge

Perrv received her professional training in the mul -eighties at the

( OWles School, Boston, under Kohert \ onnoh and Dennis Hunker,

and in Paris at the popular Julien and ( olaiXMSi academies She also

studied with Mfred Stevens During these vears she published

the first of four volumes of poetry '
I ike many

affluent Americans during the last two decades of the century, the

l*err\s traveled to I urope often and frequented artistic and intel-

lectual circles in their host countries

Perry s meeting with ( laude Monet in the summer of 1889 was to

have an extraordinary impact on her personal and professional life

His fidelity to nature, his candid transmission o\ method, and his

personal warmth and honesty impressed her She spent (he nevl ten

summers at Giverny with her Family in a house beside his. forming a

close friendship w ith Monet and with Piss.irro. who was liv mg close

:hough Monet did not take pupils, he talked Freely of his goals

and techniques and encouraged her to work directly from nature

Particularly in her landscapes and her figural compositions m out-

door settings, the high-keyed palette, broken brushstrokes, flickering

lights, and loose composition adopted from Monet are unmistakable

\round I89h pc rry painted Haystacks, Giverny1 which in subject

and style is patently an homage to the master Her style, however,

vanes; although her subjects are almost always casually arranged in

space and involved in commonplace activities, thus reflecting the

Impressionist stvle. she retained a cleaiei draftsmanship and a rela-

tively greater Concern fol detail and volume than appeal in I lench

Impressionist work ;

l inear clarity and the projection ofmood
became increasingly evident in hei portraits aftei about 1912 when
she had Stopped spending extended pel uuls o\ t ime m I I ance ad<\ w .is

working in Boston and al hei summei home in Hancock. New
Hampshire Hei late landscapes, painted in New Hampshire, are

atmospheric, brilliantly lit, and fully Impressionist in character.

Perry enjoyed a solid reputation as a painter and poet in her ow n

time ' She exhibited at the Paris Salon (for the liist time in 18X9). al

the International \it I vhibition in Dresden in 1897, and at the

I xposition I niveiselle in Paris in 1900. She won a silver medal in an

18^' Boston exhibition held al the Massachusetts ( hanlahlc Median
jes' Association and bronze medals al the I9<m St I ouis Exposition

and at the 1915 I'anaiila-I'acihc I \posilion in San I i.mcisco. Hei

several one -worn an shows m Boston and New York were always

received enthusiastically bv the ciitics.' and she had a si/able follow-

ing as a portraitist

Mong with efforts bv Maiv ( assatt anil a lew other perceptive artists

and connoisseurs. Perry s enthusiasm for Impressionism was instru-

mental in introducing the new stvle to America. When she returned

in Boston from Giverny in the fall ol 1 889 she brought one of Monet's

paintings of I tret at back w ith her and was astonished to discover

that no one liked it but John I a I aigc.
1

' She began a campaign to

publicize the new art. encouraging collectors and lecturing on Monet

and Impressionism at the Boston Art Students Association (1894).

Her own work, popular w ith critics anil public, was perhaps her mosl

successful means of promotion, and it is no accident that her thud

volume ol poetry, published in 1898. was entitled Impressions.

A founding member and first secretary of the Guild of Boston Artists.

Perry joined with American Impressionist painters I rank W. Benson.

J J rnneking. A ( . Goodwin, Philip Leslie Hale, and Maurice B.

Prendergast 7 in exhibitions at the guild. She exhibited in museums
and art societies along the eastern seaboard, and in 1927 she pub-

i.

Anlhologia Craeca (called From ihc Garden ul Hellas) in 1891; Impressions,

IX9X; and Jar «/ Dreams. 192V

2.

V» >ork. 1969. no 9. repr. in color.

3.

For examples see ibid., no. 14. Mrs. John LaFarge; no. IK. The Widow; and

no. 19. In the Studio.

4.

See frank VV Benson's enthusiastic comments on a 1931 show. ibid., introduction.

n.p.

s.

Ibid.

6.

Perry. 119.

7.

New. York. 1969. n.p.
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Iishcd "Reminiscences <>f ( laude Monel from ix>> •

I'erry died ai her home in Hancock, New. Hampshire, in Febru

1933. She is now. remembered best fol her association with Monel.

and her own work has been eclipsed hv a lasie lot more avant-garde

styles Nevertheless, it is charming and quite characteristic "I the

American version of the Impressionist aesthetic \ IV.9 retrocp

of her work at the Hirschl and Adler Galleries in New 'i ork certainly

re-established her as an artist worthv of independent consideration.

9fY

Little Angile, \HM
Oil on canvas

25W x 32 in.iMKvKI i cm i

Signed and dated upper right I ilia ( I'crrv /( ovei n .

New Vork, Hirschl and Adler Galleries

/.////. lemonstrates Perry's more reserved approach to sub-

jecti painted indoors .is contrasted with her spontaneity in capturing

a passing moment in nature I ven though it w .is painted at (nverny

during one of t he- summers that the artist was undet Monet's influ-

ence, the picture is more conservative and less Impressionistic than

might be expected Monet's high-keyed colors, his obsessive interest

in the effects of light, anil his use o4 eoloicd shadows do appear here

I'crrv employed a brilliant palette for the potted plant, the sun-

hie.iched landscape, the window ledge, and the costume of the model,

and the shadows cast to the right ol the figure are deeidcdlv blue

Nonetheless, the artist is still using value contrasts and linear model-

ing, particular!) in the flower pot and the face and tors., of the figure

I he overall single tone and dissolv mg forms of full) Impressionist

pictures are minimized here, while the brushwork is flowing and

smooth rather than choppv and rapid I he picture's ambiguous space

results less from the fusion of torms by light than from the placement

of the angular window and wall forms parallel to the picture plane

I'eirv sometimes hired local Norman peasants to model for her. as she-

did in this case, but more often one or all of her three daughters

were the subnets of her pictures I ike Monet, she portraved spccihe

locales and times of day and seasons In l.iiih Angele the subject

and lighting effects convev the atmosphere of a summer afternoon in

Normand) . COUntr) lite is presented as picturesque and harmonious

I he charm of the peasant and the serenity of the countryside are

formal I) equated in a c iretully balanced juxtaposition of the costumed

child with the colorful flowers and background landscape Just as the

young girl's outward gaze reflects her awareness of the viewer and

her own role as model. I'crrv s undisguised concern tor compositional

balance and linear clarity betrays the picture's artifice and gives

greatei importance to the formal elements of picture making than to

Impressionist recording of objective optical phenomena

I here are two versions o\ Littit ingt /< dating from about the same

time and varying onl) slightly Perry's reason foi painting the same

composition twice is unknown, but both pictures were in the artist's

possession and then in her estate until they were bought by the

Hirschl and Adler Galleries.

8.

1 l Pcrrv lived in Japan between I89fl and I»*>1 while her hushand occupied a

chair in Knylish literature al kciogiuka College in Tokyo. During this timt

devoted herself to painting specific aspects ol Japanese iiu .inj topography.

f-or examples of her tidelitv to lime and place set Set \ .'rk.
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Kva Gonzales

French, 1849-1883

Kva Gonzales was introduced into sophisticated literary and art

circles at an early age hy her father, Emmanuel, a well-known novelist

and, from 1870, a delegate and honorary president of the ( omile de

la Societe des ( iens de I cttres. On the advice of the director ot

Slide, Philippe Jourde, anil the poet/th amat ist I heodoie de Han

ville, Eva began art lessons at age sixteen with the fashionable mastei

( harlcs ( haplm. 1 She worked seriously in a small ateliei in the rue

Breda and became acquainted with young, unknown writers and

artists, including the painters soon to he know n as tin.- Impressionists

Cion/ales is best known for her association w ilh Edouard M. met. to

whom she was introduced by the paintei Allied Stevens in ix'> (
>

Discouraged by the poor reviews of his Salon enti as. Manet hesitated

to discuss his work or to ask anyone to sit lor him,1 but Eva's striking

beauty apparently revitalized his coinage. He asked hei to pose, to

which she promptly agreed, becoming his model, his student, and a

benign rival of Herthe Monsot. From I8h9 until both died in I8K<. a

warm friendship and Student-master relationship existed between

them.

In Manet's large Portrait oj Eva Gonzales,3 finished in 1870 and

exhibited in the Salon of that year, the model siis before an easel,

applying paint to a still life, I oimal characteristics such as the pale

figure relieved against a dark background, the limited middle tones,

and the fluid brushstrokes were soon to appear in Eva's ow n work

She also shared Manet's desire to achieve success through the official

organ of the Salon rather than through independent exhibitions and

declined invitations to participate in Impressionist shows.

From 1870. when she exhibited The Little Soldier, The Passer-by,

and a pastel of her sister. Jeanne, her woik was seen at the Salon

with regularity (except for a rejection in 1873). Although she w.ts first

listed as a pupil of Chaplin's. Manet's influence was apparent,

troubling critics who were divided between aversion to Manet and

loyalty to Emmanuel Gon/ales. However. Eva was usually treated

kindly hv the critics, receiving accolades in advanced art circles and

being celebrated b> I dmond Duranty, Philippe Butty, and Zacharie

tat rue. Her clientele was small, but loyal the newspaper / An
bought hei pastels and she was recogni/ed in I ngland and Belgium

as well as in 1 ranCC '

(ion/ ales Style, Closely allied to that ot Manet s Spanish perunJ.

Changed little through the >ears her torms remained disciplined,

her palette sober Her subjects, like those ol the advanced painters of

the period, were selected from cvervdav life, a predilection that had

been evident even under ( haplm's guidance \N hen. after l*~l

M.met pursued the more brilliant coloi and active surfaces ot the

Impressionists, Gonzales retained the neutral color schemes and

precise contours ot the sixties; onl> in her pastels did her tones soften

and her palette lighten \S hile her work is not innovative, it has charm

anil a sense ot sincere personal expression It is significant that

despite her attachment to Manet she did not follow where he led. hut

continued in the direction she believed best suited her temperament

In \H~ l
> attel a three -vear engagement, don/ales married the

engravei Hem i ( iuerard \ son. Jean Kaimond. was born to the

couple in \pni 1883, shortl) before Gonzales learned ol Manet's

death. She lived onl> five days longer, leaving her son to be raised bv

his father and her sisier. Jeanne, who became Guerard's second wife.

Since her death, exhibitions of Eva don/ales work have been held at

the Salons de la I /< Hodemt (1885). at the Salon d'Aulomne (1907),

at several galleries in Paris, and at the Musee National des Beaux-

Arts m Monte ( ark) i 1952) Her paintings have been purchased b>

the t rench government as well as by private collectors, but the

broadest representation of her oeuvre is in the collection of her son

and his heirs

Chaplin also ijuphi Mar. Cassatl K>r a short time in

i

tccorduifl m Berthe Morisot's mother Sec Rcuald. Z\x and •

3

Ihid.. repr 22"*

4.

Pan-. 1885, 14.
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The Little Soldiei 1870

Oil on canvas

51V4 \ 38* m (130 v ^S cm.)

Signed lower right

\ illeneuve-sur-l ot, Musec Jos Beaux-Arts

The Little Soldier, painted the firM >e.ir Eva Gonzales was associated

with Edouard Manet. is patentlv an homage to his / ,'<
i of IS6(v Her

subject, a >oung bos in niihtar> attire holding a disproport lonatclv

large bugle, left hand poised on hip. Face turned toward the spectator

with a frank and open gaze, is handled more traditional!) than its

celebrated model Gonzales' child stands more firmlv in space and

is modeled in more realistic volumes than Manet's flattened voung

soldier, whose form and spatial surroundings are simplified to heaV)

contours and a few cast shadows | he artist \ academic training under

Chaplin is revealed in the formal pose, the controlled brushstrokes,

and the gradual modulations of tone through most of the painting

Manet's more radical influence is particularly apparent in the elimi-

nation of intermediate tones around the areas of the face and left leg

and in the use ofcasl shadows to define space It has been suggested

that the face of the little soldier stronglv resembles the sitter for several

of Manet's pictures. \ ictonne Mcurand.'' although don/ales actual I)

selected her model from the barracks of a nearbv firehouse I hough

less bold than Olympic or the nude in the luncheon on iln Grma
don/ales' figure is handled with the same repononal detachment

that characterizes Manet's subjects

s a as shown in don/ales' first Salon in 1870, the

same vear that her ponrait b> Manet also appeared IXspnc the

fact that she was listed as a student ol!'

( haphn's. there was no doubt

of the link to her new mentor, and the picture was criticized for fol-

lowing the principles of Manet more than those of ( haplm Even the

advanced commentator C astagnarv. who was impressed with the

painting, disliked the lack of half-tones and warned Gonzales against

lapsing into "mannerism "* Nonetheless the brilliance of the work b>

a twenty-one-year-old artist astonished several critics and evoked

favorable comparisons with earlier celebrated women painters :

Emmanuel Gonzales' connections in government circles were instru-

mental in the purchase of The Littlt Soldier bv the state immediaielv

after the Salon I he associations of the painting with controversial an
circles, however, kept it from being assigned a permanent locale until

IS~4. It was then allocated to the Musec des BcaUX-ArtS at \ illeneuve-

SUT-Lot, but was hung in a relativelv unfavorable position in the town

hall rather than placed in the museum. More recent recognition

of the charm and worth of the painting and the artist resulted in its

transfer to the museum's Salle du \i\e in 1970.

5

Roger-Marx. n.p.

6.

Salon de 18^0. reprinted in Castagnarj Salom i1h??-I870i. Paris, lh^; 429, as

quoted in Rewald. 241

These critics were Durantv. Burty. and Aslruc. See Roger-Marx, n.p
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Lady Elizabeth Butler

British, 1850'- 1 933

An extremely prolific and successful painter of military subjects, I ad)

Butler was the British equivalent of such French specialists in (his

genre as Ernest Meissoniei (1815-1891), Alphonsede Neuville (1835-

1885). and Ldouard Detaille (1848-1912) She was the sister of (ne-

wel I -known poet and woman of letters Alice Mcyncll (1847-1922).

Elizabeth I hompson was born in Lausanne of British parents and

traveled extensively on the Continent, where she studied briefly with

an academic draftsman. Giuseppe Bellucce, m I lorence and then

painted in Rome, she received the major pan of her academic train-

ing, however, a) the South Kensington School ot \n. under headmastei

Richard Burchelt. She supplemented her life classes, anatomy lessons,

and study from antique casts with private classes in panning and the

study of the "undiaped" female model. She was a mcmhci ofthe

Society of Lady Artists and was elected io the Royal Institute ol

Painters in Water Colour.

from the time of her earliest adolescent sketches she seems to have

been attracted by the military and she determined on her specialt)

at the same time she decided to become a serious art Student Mthough

her first painting exhibited at the Royal Academy, Hissing, 1873.

attracted positive notice, it was not until the following vc.u thai her

Calling the Roll after an Engagement, Crimea, more commonly

known as The Roll Call, created a major sensation So popular was

this work (for which she had sought out old uniforms from the

Crimean epoch and managed to secure a ( i imean veteran as a model I

that it had to be protected by a policeman at the Royal Ac.ulcim

Exhibition of 1874. The Roll Call was transferred from its original

purchaser, a Mr. Galloway, to Queen Victoria upon the latter's

request.

Lady Butler followed this youthful success w ah a long series of rep-

resentations of important British military engagements, historical and

contemporary: she generally preferred to depict the moment before

the battle rather than the bloody actuality of the encounter itself.

Among her best-known works, which received wide distribution in

the form of engravings, were Quatrt Bras (1975); Balaclava Hi
Inkermann (1877k The Remnants <>i an A run 1 1879. | ondon. I ate

Gallery); s< otland for EverHtig.il, p S3); Floreal Etonai I
l* v

After the Battle Tel el Kebir (1883); st,,nh the Drums and Fifes

(1897); and lent Pegging (1902)

f he artist married a military man. ( olonel. later General, the Rt

Hon Sn William I rancis Butler. G ( B . in IX" and traveled with

him to such far-flung outposts ol I mpire as I gypi and South Africa,

recording her experiences in writing as well as sketches But her

accurate knowledge of military uniforms, accouterments. and battle

formations, to which she owed the verisimilitude of her paintings.

w as more generall) obtained from firsthand observation of maneuvers
in England as well as from close questioning of veierans and military

experts One suspects ihe possible use of photographs, a pr...

current among her I rench contemporaries, in some ol her later works

Butler's technical expertise, her careful rendering of detail, her

clever compositions, as well as her choice of emotional incidents

helped to establish and maintain her repulalion in her chosen field

She everted an influence on Briiish military painting, on such artists as

Ernest ( lofts. 1 Wallet G Horsley, and especially on Richard (

Wood\ ille - she was sometimes called ihe "English Rosa BonhetuV
a comparison Butler did not appreciate

In 1879 I ady Buller narrowly missed by two voles election to

the Royal \cademy . despite the inclusion ol Angelica kauffman and

Mary \ loser in the original foundation, the ( ouncil of the Academy
declared thai by the letter of the law. the election of females was not

provided for. and. as a result, women were not elected until the 192<>s

98.

(Wr< Bras, 1815,

Oil OH canvas

38U \ 85V* in. (97.2 \ 216.2 cm i

Melbourne. National Gaiter) of \ ictoria

(See color plate, p 91

)

See, Mr example Crofts' < aptun ofaFri aierloo in Q. Bell.

I ictorian Painters, I ondon. iv*fc~. repr in.

2.

I am grateful to Professor Howard P Rodec tor this information.

J

Hutchison. 1.18
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T h in painting, under the title The 28th Regiment at Quatre Bras, was

shown as no 853 m the Royal \cadeim. Exhibition of 1875. It repre-

sents the British regiment, in square formation, al the Battle of Water-

loo, receiv ing a furious charge of \ rench cuirassiers and Polish

lancers I ad) Butler had been deepl) impressed b\ a v isil to the bat-

tlefield at Waterloo in Belgium and was to represent another impor-

tant encounter there, the charge of the Scots Greys under Captain

Baswood, in her Scotland/or Ever! of 1881 (fig. 31, p S3). -\s usual.

she made careful preparations for the final painting, which was

promised to Mr Hallow av for £1,126.

Her methixis of preparation ma) strike us as more like those of a

tnov ie producer than of a painter. On Jul> 4. 1874. three hundred

men of the Royal fngmeers in full dress, with knapsacks, were formed

in the old-fashioned four-deep square for I a>.\\ Butler at her request,

firing in sections to create the requisite smoke; the artist then went

down the ranks, choosing suitable, youthful looking models She and

her mother then selected a rye held at Henlev -on- 1 names as a plausible

setting, bought it. and immediatclv trampled it down, with the aid ot

a lot of children -Ml the figures were taken either from individual

militarv models or from appropriate policemen, the colonel of the

Royal bngineers had the Waterloo uniforms made for the artist at the

government clothing factory, uniforms accurate down to the old

"brickdust" red and bai/e cloth of the period I he horses King down,

floundering, and rearing to the left and right of the painting were studied

from life at Sanger's C ireus. later, the Horse Guards, directed bs their

surgeon, had a magnificent black charger thrown dow n for her to see

at another time, the artist had herself charged b> two \oung troopers

on horseback, to give her a sense of what the >oung men in her paint-

ing must have felt In the midst of preparing the canvas. I .u.\\ Butler

went to Bans w ith her father While there, she v isited ( roupil's gallen.

where she much admired Mphonsc de Ncuville's Combat <"i the K

Mousi . which seems to have inspired her in the composition of

her own painting She also v isited the studio of Edouard IX-taille.

another prominent militarv painter '

(jutitrt Bras was extreme!) popular at the Royal \cademv Exhibition,

where it was inevitablv compared with its opposite number, the pop

ular La charge des cuirassiers framcaisa Waterloo b) \ Philippoteau

(1814-18841 John Ruskm praised Quatre Hm\ highlv in his Academ,

Notes" of 18"^: "
It is ama/on's work this; no doubt of it. and the

first fine Pre-Raphaelite picture of battle we have had; — profoundlv

interesting, and show ing all manner of illustrative and realistic

facultv . . . Camilla-like the work is chieflv in its refinement

qualitv I had not in the least expected, for the cleverest women
almost alwavs show their weakness in endeavours to be dashing."'5

4.

Butler. I92.V 1 10-W>. passim.

5.

The Works ofJohn Ruskm. ed. E. T Cook and A Vvcdderburn. London. I*U.
\iv. 308-9.
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Cecilia Beaux

American, 1855 7-1942

( ceilia Beaux grew up in a tightly knit Philadelphia family thai

stressed seriousness of purpose and exposure to the arts Shortly after

her birth, her mother died, and she and her sister were raised bv

maternal relatives 1 mm hei I tench father she developed an

interest in European culture, and from her aunts and uncle she

received moral anil financial support during her formative >eais

Beaux began drawing lessons at age sixteen in the studio of a distant

relative, katherme Drinker, a painter of historical and biblical subjects

She had no thought then of pursuing a career in art. but she was au

apt student and her diligent attention to an) task resulted in woik

that was clearly promising, for a shod lime she studied w ith a Dutch

artist, Adolf van der Whelan. who had opened a small class m Phila-

delphia, and later with William Sarlrain who came to Philadelphia

from New York ( itv every two weeks to oversee a small number oi

students She may also have studied at the Pennsylvania \cademv ol

the fine Arts between 1877 and 1879;' she later taught drawing ami

painting there- Motivated by a desire for financial independence

while she continued her studies. Beaux put her talents to work draw-

ing for a United States geological survev and making ovcigla/c

paintings on china plaques lor a commercial manufacturer She also

made intimate portraits of family members and Friends

Hei first important painting. Les derniersJours tfenfance, I88V84
(The luist Daw of Childhood, Merion, Pennsylvania. ( ollection

Henry S. Drinker),3 was an immediate success, heralding her lifelong

concern with both stylistic means and expressive content. I he color and

composition of this early painting, for which her sister and nephew

were the models, are related to Whistler's Arrangement in Mat k and
Grey: The Artist's Mother, but unlike Whistler's more formal con-

cerns. Beaux's interest centers in the tenderness between mother and

child

In portraits of family and friends, such as Dorothea ami Frances* a

( 1899-1900. Art Institute of Chicago), there is a strong sense of mti-

macv ami of the artist's fondness tor tier subjects Y et she believed that

the true source of valid and beautiful art was the imaginative handling

ot design and eoior in her portrait of I ann> I rav is ( ochran 1 1

•

cat no 99) and Wm England Woman, 1895 (Philadelphia, Pennsyl-

vania Aeademv of the I ine tats), the creation of form bv means ot

delicate tonal oppositions and nuances of spare color reveals the art-

ist's subtle handling of formal elements and creates a lively pictorial

surface thai reinforces the vitality and presence of the subu

Beaux sometimes selected unusual points of view to underscore the

character of her subject In Ernesto with Sunt 1 1X94. New York.

Metropolitan Museum i. the vouth ot the subject is emphasized bv a

child's-eve perspective that suggests the closeness of the ground and

gives onlv a partial v lew ot surrounding ob|.

In 1888 Beaux made the titst ot manv trips to I urope She worked at

the \cademie Julien under I onv Kobert-lleurv and William

Bouguereau, traveled to Brittany and then to Sw it/erland. Italy,

southern I ranee, and I ngland She admired the work of Monet and

other moderns.' but her greatest enthusiasm was reserved for the old

masters, particularly Kubens. ritian, and Rembrandt.

B\ 1900 ( ecilia Beaux was settled in New York and established as a

leading portraitist Her circle of friends included the publisher Kich-

aid \N (older and his wife. Helen McN.iv (older, through whom she

met some ol the most prominent figures in the arts, finance, and gov-

ernment Among the manv celebrities who commissioned portraits

were Mrs I heodore Roosevelt, Mrs \ndrew ( arne. hn

Shaw Billings.'' and the Honorable Serene I Payne ' She knew

manv noted people in the arts. some, like Augustus Si daudens and

John Lai arge. were close friends: others, like Hcnrx James. I redenc

Chopin, and the violinist Jan Kubelik. were acquaintances :

Beaux's fluid, painterly stvle has been compared with the work of John

Singer Sargent, which she admired, but she was generally more objec-

tive than he and rarelv attempted to flatter her sitters In her more

Beaux was registered during r.u t she never acknowledged studvingat

the academy, rhe period covers th< • ns incumN.no there.

i

Between 1895 and ts>i5.

Exhibited jl the Pennsylvania Academy ot the Fine Arts ir hidl it

received the Xt.in. Smith Pri/e The painting a S on in

-•

4

Through 1 ilia Cabol Perry she met Monel al Giverny in

5

Dr. Billings ».is in charge ot ihe *rmy-Navy I ihrars between -

J and

the Ne» X, ork Public 1 ihrars 1896-1913. The portrait is presently in the Army-

Navy 1 ihrars in Washington. 1)1

6.

Chairman of the \\a>s and Xleans Committee of the IS. Hous,

Representatives
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academic portraits, such as those of the war heroes Georges C'lcmen-

ceau: Admiral. Sir David Beatty; and Cardinal Mcrcier. commis-

sioned b> the United States government in I9H). the artist's goal is

clearlv a dignified portrayal of office and position rather than a Mat-

tering likeness. Her best work is characterized bv simplicity, of form,

a casual placement of figures in space, and original, sometimes

dramatic, composition Her work became increasing]) sensuous in

texture and subtle in color as she matured.

Ihe first sizable exhibition of Cecilia Beaux's work took place at the

St. Boiolph C I ub in Boston in IS9~ Between that year and 1933 she

had fourteen one-woman shows and had works exhibited al the Penn-

sylvania Academv of the Fine Arts, the MacBeth and Knoedler galler-

ies in New n. ork. and the Paris Salon She received numerous prizes

and awards; ihe \lar> Smith Prize from the Pennsylvania Academv o\

the Fine Arts in 1882 M 1891, and 1892. and a gold medal in

1898: bronze and gold medals from the C arnegie Institute o\ 1896

and I89~. respectively; and a gold medal at the Cans Exposition of

1900. She was elected to the \cadem> oi Aris and I etters. the

National Academv of Design, and the Societ) o( American Artists.

and was presented with an honorary, degree il I 1) i from the I niver-

sit> o( Pennsylvania She was the first American woman lo be asked

b> the I ffizi lo paint a self-pottrail for the Medici tiallcry ofpromi-

nent artists i 1
92s

i She lectured frequently, traveled w idel> . and

maintained a summer home in Gloucester, Massachusetts She pub-

lished her autobiography. H»u kgromnd » iti in 1930 and

three >ears later was hailed as "the greatest woman painter o(

America. "" Ihe Metropolitan Museum o\ An. ihe ( orcoran Gallery,

and the Philadelphia Museum of Art are among the mans public and

private collections m which her portraits may be seen

After her death in 1942 ( ecilia Beaux s reputation waned rapidly

and by the time her nephew. Henry S Drinker, catalogued and pub-

lished her work in 1955 she was relative!) unknown to the public In

an era devoted to radical innovation, the relative!) conservative style

of her an obscured its charm, vitality, and personal nature fortu-

nately, a I9~4 retrospective at the Pennsylvania Academy of the

Fine Arts has rescued her oeuvre from the obliv ion si ill enveloping

the work of man) other women artisis

94

A Unit Curl thaw: thrum.
Oil on Canvas

2x72.4 cm.)

Signed upper left 1 t Beaux; upper right: Cecilia Beaux
Philadelphia. Pennsylvania Academv of the 1 me \rts

Gift of Miss Fann) Travis Cochran, I
•

This painting is one of the finest examples of C ecilia Beaux's handling

of color as an expressive vehicle, hxecuted in brilliant hues and sharp

tonal contrasts, it predates her first trip to Kurope in 1888. It is repre-

sentative of her early stvle. acquired through her studies w ith the

Munich-trained William Sartrain, and is the outgrowth of the com-
bined expressive-aesthetic efforts alread) present in her Dernien

jotin Jinfiiruc of 1883-84. li is also ihe first in a series ofpredomi-

nant!) white paintings in which the artist was to introduce subtle

gradations of tone and small areas of intense color lo enrich and vivify

basicall) neutral surfaces

Here the opposition of the while in the sitter's dress to the rich red

brown background is echoed in ihe contrast of eomplcmcntaiv yel-

lows and purples in the sash and pansies. 1 he controlled use of brilliant

color in limited areas of the composition underscores ihe vitality of

the young subject. Beaux usesothei coloi contrasts quite subtl) here.

The broad sirokes of brown that represent the child's long hair and

the curving dark frame ofthe chair against which she icsts use dis-

creet!) in relief against an equal!) dark background Beaux achieves a

sense of three-dimensionalitv in these forms In grading her tones

with inmost sensinv uv and bv adding warm highlights to an otheiw ise

single hue.

I he artisi has chosen a simple composition to reinforce the youthful

innocence of her ten-year-old subject, reducing ihe design of the pic-

ture to the compact forms of the child and the sinuous line of ihe

chair frame I he basic elements of the composition were Outlined in

a small oil sketch which, except for detail, differs veiv little from Ihe

finished work"

KM)

Portrait oj Bertha Vaughan, 1901

Oil on canvas

$7 \ 17 in i 144.8 x 94 cm.)

Signed lower right: ( ecilia Beaux

( ambridge. Radcliffe ( ollege

One of many commissions executed by (ecilia Beaux during her long

career as a portraitist, this picture was painted in 1901 after Beaux's

reputation was alread) firml) established in the Philadelphia, Boston.

and New > 01 k aieas She hail made two trips to Europe, six of her

portraits had been exhibited in 1896 al ihe Societe Nationale des

Beaux Arts m Paris, and a si/able presentation of her work had

appeared at the St Botolph Club in Boston (1897).

Ihroughout her career Beaux's goal was to combine basic character

traits with physical likenesses Here the forthright personality and

conservative outlook of a member of Boston society are captured

through formal devices and carefully selecled accessories thai suggest

the ease, affluence, and traditional values of Bertha Vaughan's world.

Intrinsic to ihe characterization of the standing figure is the inclusion

of simple, elegant objects: the brass candlesticks on the mantlepiece.

the mirror over the fireplace, the casually held while feather fan. the

fur-trimmed cloak. These articles, no less than the upright posture

and the candid glance of the sitter, project her worldliness and confi-

dence. Ihe stable pryamidal form of the figure and its comfortable

There exist imprompiu drawings h> Beaux of James (New York. Collection

Rosamond Gilder), Chopin (Gloucester. Massachusetts, esiaie of ihe arusi al

Green Alley), and Kufoelik (formerly in the Whitney Museum of American Art,

current location unknown: repr. in Cemun Magazine, 1901).

8.

The occasion was the presentation of the Chi Omega medal. New York Sun,

April 17. 1933. and XV* York Time',, April 23. 1933.

9.

See Philadelphia. 1974. no. 23. repr.
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disposition in space provide the portrait with a sense ol balance and

stability that supports (he v>lid character of the subject.

In this example, as in Beaux s work as a whole, paint is applied in

broad, sweeping brushstrokes and color harmonies can be enjoyed lor

their independently sensuous and painterly qualities I he primary

role of the brushwork. however, is the revelation ol form, and the

warm brown, red. fleshy pink, and yellow green palette is. like the

subject henelf, traditional and conservative in character

101.

S//<; ami Santa ea 192 I

Oil on canvas

»7*i x 25W in (94 9 \ 63 Kcm.i

Signed lower left ( ecilia Beaux

Washington. I) ( . ( orcoran (j.dlery of \n
(See color plate, p. 92 I

I lie sitter for Sim tin, I Santa also know n as (,irl « nil ill, ( at. was

Sai. ili \ I cavitt. .1 maternal relative of the artist s Beaux s portraits

of Family and friends are among her most successful pictures, tot the

freshness and warmth that characterize her best work depend on a

rapport with her subject While her portraits are not incisive, her

impression of the litter's charactei is of paramount importance to the

picture, and she insisted on some personal knowledge of her subject

before she would begin a portrait

Here, as in all of Beaux s work, the surroundings as well as color and

composition are used to suggest the artist's response to tier subject \

sense of mystery infuses this double portrait of the green-eyed girl

and the black cat poised on her shoulder Her arm raised to support

the animal, her black hair fused w ilh the cat into one compact massol
black brushstrokes, the girl and the animal share an animal grace

I heir eves, in a continuous horizontal line, stare silently out at the

spectator, their thoughts veiled, their emotional unity made
apparent bv the composition

One of Beaux n several monochromatic compositions, here the forms

are defined bv 1 careful manipulation of the white tones of the dress

against the lightly patterned sofa and bv the gray brown background

that sets the forms in relief tonal relationships are subtle and paint

is applied in broad brushstrokes that minimize the figure's volume

and texture BeaUX'S usually active surfaces give way here to a

rhythmic flow of line I hough this portrait dates from 192 1. it is an

autograph replica of a painting made in IX9> or 1X94 and is related to

the artist s development during the last decade of the century.

In the pre-Paris i Little Girl no. 99),

the artist used a similar monochromatic color scheme but with

warmer tones, sharper contrasts, and more brilliant accents of color.

In Situ and Santa the flatter forms and paler palette suggest a concern

with more formal pictorial qualities that may have resulted from
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Beaux's i np to Paris. I he inclusion of the black cat as well as the

flatness ofthis compositk>n recalls Manet's work of the 1860s. it is

likely ihai Beaux, who was in Paris in 1889 when a Fund was taken up

to purchase Manet's Olympic for the (tench government, was some-

what influenced b) his style she maj also have been influenced by

\\ hist let's set ics of women in white

In portraits designed somewhat later, such as \< u England Woman
(189S)orthe Portrait ofHenry Sturgu Drinker (1898, Washington,

D c '.. National Collection of Fine Arts, also known as Man with a Cat,

it //,"i( anil Man in White), Beaux eliminated the dark background

and replaced the opposition of whites with gradations of tone in sub-

tle, glow mg color In both pictures the white clothes, objects, and

walls of the room are bathed in colored lights and shadows

thai animate the monochromatic color scheme. The more vigorous

Hush work of these portraits, as well as the vitality of their coloi and

surfaces, extend the foi mal expei intents oi Sim <unl Sarita,

A first version of Site mid Sarita was exhibited at the Champ de Mars

Salon m Paris m I8s>r, and was bought by the Luxembourg Gallery.

It is in the Paris collection at present. Our painting entered the ( 01

>:o\.^ Ciallerv collection in 1 S»2 ^ where it was first shown in an

exhibition of contemporary American paintings
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Marie Bashkirtscli

Russian. I8S9-I8K4

[ he career ol this ihort-lived Russian-born artist has been so highlv

romanticized, chiefly as a result of the posthumous publicatioi

her Journals that it is cxircmelv difficult to leparalC fad trom fiction

in BashkirtsefTa careci Even her hirth date has recently been am-
tested.' Bathkirtseff, known alto as Bashkirtzeva, was horn m Poltava

Russia, to a family Of \cr> minor nohilil\ . she was quite well edu-

cated -' Met parents were estranged, and Marie, with her grandfather,

mother, aunt, brother, sister, and .1 <.ousin. settled in Nice in 1872

I here the> lived luxuriously, making trips to Rome. 1 lorence. and

N.ipks It was in Sice that the lourtecn-> ear-old Mane fell in love

(unreciprocated, needless to say) with the Duke ol Hamilton in 1877,

following the artist s trip to Russia, she and her family moved to

Paris, where Hashkirtsetl enrolled in the women s class .it the

Vcademie Julien. fnere she studied chiefly with lon> Robert-Fleury

and later with Jules Hastien-I epage. who was still considered danngk
realistic at the time Among her lellow students in the women's c

w.is the Swiss I ouisc Hteslau. whom the ambitious Bashkirtsctt

marked out as hei arch-rival almost from the beginning

MfliCted with tuberculosis, which caused her death a lew \ears later.

and weighed down b\ the demands ol .1 social lite she b> no means

entirely rejected. BashkirtsefT nevertheless worked diligently. Ir

she exhibited a portrait ol her cousin Dina at the Salon under the

signature "Marie ( onstantinowna Russ ' ( omrnMing with a Spanish

classmate who painted the same scene, she prepared tor the I SKI

Salon a large-scale group portrait ol about sixteen ot her fellow

students in the women s class working from a model la child posed as

the little St. John the Baptist).
;

In 1883 Bashkirtseff exhibited a

Parisiennt a pastel, under her ow n name as well as an oil painting.

Jean and Jacques i( hicago, New herr> I ibrar>i. representing two

scruffy urchins strolling by a city wall cat.no 102

exhibited in the Salon of 1XX4. is her best-known work and attracted

considerable attention.

Moore. !4 The author, one of die rare object ikirtsefT main-

tains ihut the artisi was horn on Januan. 12. ls?s». neither in Is' nerally

been accepted, nor Soxemher I I. 1*54. whut
j

Moore, xxiv
-.

Breakell. 111-14. The painting / In rrJu 5 repi

Ma> 20, 1930, 12.

4.

Repr. Moore, frontispi.



102

Bashkirtseff managed to produce .t substantial bod} of work in the

course of her brief and often interrupted career. Her mother gave

eighty-foui paintings, two pastels, fifty-five drawings, and three pieces

of sculpture to the Russian Museum ol St. Petersburg in I90K. rhese

were exhibited m 1930 Nevertheless, the artist is rightly known hest

as the authoi of the popular Journals, first published in "bowdlerized,

abbreviated" form in 1 887.' D i Moore asserts that there are

actually eighty-four manuscripl volumes ol Bashkirtseffs diaries in

the Bihliotheque Natu>nale in Cans, of which only a portion has been

published in highly selective, expurgated form.1 \s a result of (he

publication of the Journals and the efforts ol various admirers,

including William \ wan Gladstone and Maurice Barres, a cult of

false soulfulnest sprang up around the memory of the artist, a cult

satirized in 1 V* 1 I by Stephen I eacock in his parody. Sorrows oj a

Su/u r Si'itl or, The Memoirs oj Want Wushenough. Vet even the

published Journals provide invaluable tactual information about the

life Of a woman art student in Pans anil about Julien's class specifically.

In addition, they give a viv id picture of a lively, willful, sometimes

divided and otten rebellious young woman, a young woman attracted

it not dedicated to contemporary feminism and keenly aware of the

injustices faced by women artists Bashkiltseff w as angry at the fate

that prevented her from working at the I cole des Beaux-Arts; above

all. she bewailed her lack of liberty: "What I long for . . . is the liberty

without which one cannot become a true artist." she wrote in 1879.

l>o you believe that we profit by what we see when we are accom-

panied, or when going to the I ouvre we must await our carriage, our

< haperon, or our family? . . . That is one of the great reasons why
there are no women artists.

"

H Her fantasies of success, in the unpub-

lished passages of her diaries, are often couched in even stronger

terms: "When I have the Prix de Rome." she declared, "all the

fabanias. all the I ardarels. all the Mercuards |men acquaintances]

will he down like a carpet and I shall walk over them, not to crush

them — but— it w ill be they who wish it from the moment when I

am what no woman artist has ever yet been.""

P. Eltinger. "Exposition Marie Bashkirtseff a Leningrad." Hcaux-uris. VIII,

May 20. 1930. 12.

6.

Moore. Kvii.

7.

Moore, xv-xvi. This author appends a useful chronological list of publications

relating to Bashkirtseff, 293-95

8.

Bashkirtseff. Journal, trans. A. D. Hall. pt. 1. 1908, 416.

9.

Cited in Moore. 276. I am grateful to Judith Stein for having brought this

passage to my attention.
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102.

i Meeting, IHX4

Oil on canvas

74«/u v 68>»/n in. (190 v I7< cm.)

Signed and dated M Baahkirtaeff. 1884. Para

Paris, Musee National du l ouvre

I he painting, which was exhibited in the IXX4 Salon, represents a

group ot street urchins meeting on an emptj lot alter school l he ho>

on the left. older than the others, seems to have attracted their atten-

tion w ith something he has drawn or written on a slate lo the right,

in the background, a little girl cairv ing a basket walks into the dis-

tance I he hroken wood fence in the background is decorated with

chalked graffiti i anil peeling posters ( olors are gcncrallv subdued.

the highest tones reserved toi the roae-COlored stockings of the ho> on

the right and the blue smock ol his triend in the center

MthOUgh the artist listed heisell as a student ol I on> Kohert-I leurv s

in the I iv ret ol the Salon, both the style and the subject matter ot

I \/< < ting ale vcrv close to a work b\ BashkirtscfTs other master.

Jules Bastien-I epage his Solhing DoingiPea mecht lol I KK2

(Edinburgh, National Gallery ot Scotland) Indeed, when the painting

was exhibited, with considerable success, in the Salon of IKX4 it was

even rumored that Baslicn-I epage had assisted the artist BashkirtsetT

herselfwas aware that her earlier painting Jean and Jat ques resembled

Bastien-I epage s representations ot children. 1 " but she indignantlv

repudiated all suggestions ot actual assistai I

Although the \/< < ting did not receive a medal, it was bought hv the

government for the Musee du I uxembourg and several engravings

and lithographs were made after it Her fellow student at Julien's. the

t nglish painter \lar\ Breakell. criticized A \/< c ting for being "a

mere gallerv transcrip' of the surface of things, seen through the eves

and put down on canvas, in the borrowed manner ot another, even

though that other might be a Bastien-1 epage.""

to

BaShlurtSCfT, Journal. 234.

II.

Breakell. 121.
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h dith HayUar

British. 1860-1948

Klith Havllar was probably the most talented of the tour Hayliar

sisters Edith. Jessica, Kate, and Mary. Ml tour daughters ot'the

painter James Havllar i 1829-1920) received a thorough academic

traming from their father, and all chose to concentrate on the

domestic genre scenes popular with manv \ ictonan artists, spe-

cifically on subjects drawn from (tail) life in their home at ( astle

Prion Afternoon tea. for example, was a favorite subject with all the

Havllar girls I he> used each other and members of their family as

models and the rooms and garden of their home as settings for their

paintings Ml four created a visual record, at once engaging and

precise. o\ \ ictonan upper-middle-class life in the 1880s and 90s

Jessica, the eldest, accidental I) crippled in about 1900, "as the most

proline: she exhibited in the Royal \cadem> from 1880 until about

ls>l * Kate and \lar> seem to have had much briefer and less signifi-

cant careers than their two older sisters Edith, like Jessica, depicted

the daily life of< astle Prior) and frequent!) portrayed children.

usual I) members of the family, but she particular!) favored subjects

relating to sport, or more precise!) the relaxation following athletic

exertion rather than the sporting event itself She painted boating,

shooting, and tennis parties in natural, untorced compositions within

meticulously accurate settings

Edith Havllar seems to have been a successful artist She exhibited

twelve works at the Koval \cademy from 1882 to IS 1*" and also

showed at the Society of British \rtisis. the Institute of Oil Painters,

and the Dudley Gallery: the latter was evident!) very popular with

women artists. 1 She also sold a painting to the Walker Art Oallery in

Liverpool

Despite her success as a professional artist. Kdith Havllar completely

abandoned painting when she married the Rev. Bruce MacKa) in about

1900. Although it has been plausibly suggested that the artist simply

lost interest after leaving Castle Prion, and the familv life there that

had inspired so many of her paintings. - it seems more likely that a

careei in art was v iewed as antithetical to women's "natural" destiny

as « Me and mother, and therefore had to be given up. A striking

parallel has been pointed out between Edith Hayllar's renunciation

of art after her m.ii nage and that of the heroine of Mrs ( i.nk's

\ ictonan novel. Olive, who was, in addition, crippled like Jessica

Hayllai ' So deeply did Edith Hayllai hide the evidence of her artistic

careei that her own granddaughter did not realize that she had been a

painter until after her death.

103.

4 Summer S/i.mi < '. 188*

Oil on boaid

20 \ lh'. m. (50.8 x 42.5 cm.)

New York, I he Forbtl Magazine ( ollection

i See color plate, p 93)

Exhibited at the Royal \cademv in 1881. Edith Hayllar's A Summer
Vi.'u , r represents \ ictonan genre painting at its best It conveys a

sense of abiding satisfaction, spiritual ami visual, and of tranquil

domestic pleasure akin to that created by the Dutch little masters in

the seventeenth century and. on a somewhat more worldly level, by

James I issot in the nineteenth. A tennis party has been interrupted by

a sudden shower and the players wait for the rain to stop. Indoors and

outdoors are effectively combined in the view through the arched

entrance to the wood-paneled refreshment room, where one of the

players is pouring himself a drink of lemonade, and out to the rain-

filled garden beyond, marked by a dark-clad figure with an umbrella.

-) Summer Shower is also an engaging reminder of the state of the

game of tennis in Hngland in the eighties. I he perfection of rubber

and the subsequent development of a tennis ball capable of bouncing

on grass had opened the way to the invention of lawn tennis in 1873.

The game quickly became popular, and by 1875 the All-Kngland

( roquet Club set aside one of its lawns at Wimbledon for the new
tennis. Fhe racquet was square-topped, relatively heavy, and had a

wooden handle. 4 Obviously, men had the advantage as far as com-

l.

Wood, ii. 6.

2

Ibid.

i

See Minneapolis. University Gallery- University of Minnesota. The An and
Mind of Victorian England: Painting* from the Forhes Magazine Collection,

introduction by Melvin Waldfogel. ls<74. 41.

4.

Minneapolis. University Gallery- Universitj of Minnesota. The Art and Mind of
Victorian England: Paintings from ihe Forbes Magazine Collection, introduction

by Melvin Waldfoge!

Wood. IV-4. M.6.
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Su/anne Valadon

French. IK^-ISHK

fortable dress was concerned, but ihe cosiumc ot (he young woman in

the foreground seems remarkably casual, loose, and informal for (he-

period. There is the slightest, most decorous suggestion of mutual

interest between the two young people in the foreground.

The colors are light and fresh, the paint handled delicately it some-

what dryly, and the poses marvelously natural; that ot the young man
pouring lemonade could only have been envisioned by eyes tree from

the stereotypes ot academic training. All in all. one can only agree

with Christopher Wood's estimation of the painting when he calls it

"One of the most charming genre scenes of the nineteenth century

wonderfully redolent of an English summer afternoon, with sets of

inconsequential tennis, showers, lemonade, anil tea doubtless to

follow."'

Suzanne Valadon, born Mane ( lementine Valadon in Bessines-sur-

Gartempe, the illegitimate daughter of laundress, began her career

in the Montmartre section of Cans, trcqucnting the Bohemian c

and the circles ot the artistic avant-garde. She had little formal schill-

ing but a native intelligence and a resourceful spirit helped hei

survive independently from about age ten or twelve She worked at

various jobs from waitress to circus acrobat, lived freely outside -

vcntion.il moral standards, and in IKK' bore an illegitimate *>n. the

painter Maurice I tnllo '

In the early eighties \ aladon became an artist's model, posing for

Zandomeneghi, di Nuns, the ( zech artist inais. Henner, Puvisde

Chavannes ( The Sacred Forest 1883), roulouse-Lautrec (two por-

traitsot 188S and 1886 and The Drinh • ind Renoii D
in the City and Dance in iht ( •i<mr\ Ikkv Tht Braid ikk< and

several bathers), I rue to her inquisitive nature, she began to pnnJuce

drawings anil pastels in a bold linear style from about 1KK3 onwards,

using ihe opportunity to learn b> listening to and observing the

painters tor whom she modeled -'

I hrough loulouse-l aUtD -

Bartolome she met Degas, she never posed for him but he admired her

work and purchased several drawings \ aladon's strong personality

appealed to Dcgav he referred to her affectionately as his "terrible

Maria and thev corresponded from about IKsmi until his death in

1917

\ aladon s earliest know n paintings, dating from If traits

of children and of Bernard I emaire and Erik Satie. 4 who was then

her lover I wo vears later, in Degas' atelier, she first began her rich

production of prints, and in IK94 she exhibited at the Societc

Nationale des Beaux-Arts. While she was intrigued by the techniques

of the School of Pont-Aven* and drew on its simplification of form and

bold color, from the outset she preferred forceful realism to pure

aestheticism.

i.

L mile's father mav have been the Spanish painter and journalist. Miguel

l tnllo J Mohns. although other names have heen advanced, among them the

singer at the Lapin Agile, B.

Valadon claimed to have heen drawing since the age of nine Taharan

l ndated letters, published in pan in Re> B

4.

Cat. nos. 1-4. Paris. 1%7.

5.

Valadon. 53.
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In l89h she married the wealth) businessman Paul Mousis, dividing

her time between Montmartre and country home outside Paris. She
produced nudes, portraits, and still lives in varied media, hut partic-

ularly in draw m^ and punts. Her work was sold at 1 chare de

Boute> illc. and b\ Vollard, who also published her engravings m
IS 1)" Hut not until 1909, when the forty -font -year-old \ aladon left

Mousis for the twenty -three-year-old paintei \ndre Utter, did her

full) mature si\le begin to emerge as she devoted herself exclusively

to pamtmg. During her marriage to Mousis. Utrillo, who had been

raised h\ his grandmother, was diagnosed and treated for alcoholism

and \ aladon taught him to paint as a distraction and form oftherapy.

Despite his frequent bouts with alcoholism and mental illness.

I inllo was artistically successful and he exhibited « ith \ aladon and
I tier in joint shows from I9I"7

on.

104

\ aladon's Strong and original si\ le has kinships u uh that of other

artisis w hose WOl k she admired Hei draw ingS and pastels of voting

women bathing and dressing rely heavily onsimilai subjects and
attitudes in Degas' work, ami hei Black Venus, l919(Musec Munici-

pal de Menton). exhibits the taste fol exoticism and rhythmic

arabesques tow\^\ in Gauguin's fahitian themes. valadon's canvases

are frequently charged with a nervous energy that recalls van (iogh,

whose woik she knew and whose Portrait oj Mine. Roulin (Otterlo,

krollci-Muellcr Museum) mas well have inspired the crude contours.

Rattened spaces, and intense expression of her Portrait oj Mine. Levy,

1922 (private collection). In her mat in e work of the twenties and thir-

ties, she combined hold color and pattern with sensitively handled

plastic form in rhythmic, unified surfaces in the spirit of Matisse.8 It

is. however, the earthmess and robustness of Valadon's images that

stamp them as uniquely hers Hei main nudes sit, stand, or recline

with sensuous abandon anndsi richly colored objects in limited anil

often ambiguous space I he \ itahlv of objects in her still lives and

floral pieces, as in hei figure paintings, is the result of their uncom-
piomising plasticity I he convergence of 1 1 v ing and decorative ener-

gies in Valadon's work greatly appealed to critics and collectors, and

from 1921 until the end of her life she enjoyed wide acclaim aiu\

financial success.

\ aladon showed at the Independants anil at advanced private gal-

leries such as Berthe Weill and Bcrnheim-Jeune. The first of her many
one-woman shows was held at the Gov is Sagot Gallery in 191 I. and

the following year her work was seen in a group exhibit ion in Munich. 7

In 1920 she was elected a lot iitaire of the Salon d'Automne where

she had exhibited regularly since showing Summer there in 1909.

\ aladon was the most productive and critically successful during the

1920s and early 1930s Her international reputation was affirmed in

1928 w uh the publication of an important illustrated article in the

German periodical Deutsche Kurut und Decoration and with a mono-
graph by Adolphe Basler the following year. Major retrospectives

were held in 1927. 1929. 193 I. and 1 932; H her work was solicited for

numerous group shows in France and abroad; and from 1933 until

For example, compare Matisse's work of (he same period with Valadon's Still

Life Kith Violin, 192? iMusee d'Art Modcrne de la Ville de Paris)

7.

Organized by Clovis Sagot.

8.

At the Berthe Weill Gallery: the Galerie Bernier: the Galcrie le Centaure.

Brussels: and the Galerie Georges Petit, respectively.
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her death, she participated in the Salon des r emmes Artistes

Modernes.

In the earl> thirties. Valadon. Utter, and Ltrillo agreed to live sep-

arately, although they continued to exhibit together and saw. each

other frequently. Irom this time on she experienced periods of

depression and fatigue, but continued to paint

Noting the "masculine" power and virility of her work, critics sought

an explanation for her strong style in her rebellious, "primitive, and

strong-willed personality.'' Ihe unfailing self-reliance developed in

her earliest years is frequently echoed in the forthright glance of her

figures and in the firm handling of form, color, and content She relied

upon intuition rather than intellect and her canvases transmit the

fell sensations of a highly charged, personal vision

104.

The Blue Room, 1923

Oil on canvas

J57/ia * 45"/m >n. (90 x I 16 cm.)

Signed and dated lower left

Pans. Musee National d'Art Moderne il ux 1506-P)

The motit ot The Blue Room had appeared eleven years earlier in

The Future Unveiled (1912, Vaux-sur-Seme. I ra/

Adolphe Aynaudi Although similar in composition, pose, and

arrangement of masses, the integration ot decor, figure, color, and

line into an expressive decorative surface and the strong definite

volume are not as forceful in the earlier work " \ aladon s emotionally

charged responses to her environment and to her subjects led hei

return to earlier themes in order to amplify and enrich their exprc

content According to her own comments her artist ie impulses sprang

less from a desire for novelty than from a determined will to capture

and intensify a moment in life

The Blue Room represcnis Valadon's fully mature, expressive style

In the same year she painted three nudes en piein air. a self-port ran.

and several still lives;"' this picture combines elements of all three

genres and summarizes her frequent use of a large-scale figure in a

domestic setting. The body of the clothed model in this painting is as

forcefully fell as the nudes of the same period \ olumes are defined

in broad, sculptural masses that assert the solidity of the figure

beneath the garments. Also present are the highly charged com-

ponents of contemporaneous still lives and the expressive intensity of

the artist's portraits of the same years

This work is a conjunction of solid form and decorative surface Ihe

edges of individual parts are established w ith heavy contours that

reinforce volume and weight and flow rhythmic. illy from model lo

surrounding objects in a unifying ornamental pattern Set in relict

against a sonorous, overall blue background, the staring mode!

dominates the shallow space around her while fusing with the richly

decorative motives of settee, fabrics, and objects Bold color and

energetic surface-depth relationships are woven into a luxuriant

texture reminiscent of Matisse's canvases

The aggressive gaze, dangling cigarette, and languorous pose of the

model recalls the women of Toulouse-Lautrec's brothels, although

the compositional centrality of the figure and its steady, outward
stare suggest a control and stability that are Valadon's own. If the

figure is bluntly available, she is also self-reliant and conscious of her

sensual power. She is km to Romantic odalisques and to the volup-

tuous nudes of Renoir, but Valadon has foregone the passivity of such

models for a more dominant and aggressive image.

Mermillon. n.p. Francois Mathey (Six femmes peintr,^ Pans. 1951. 10) points

out that other famous women artists are customarih referred to as Berthe

Morisot," "Eva Gonzales." or "Xlarie Laurencin." while Valadon, like Picasso or
van Gogh, is called "Valadon."
10.

Three nudes of 192.1 were evhibited in the l**>" Suzanne Valadon retrospective ai

the Musee National d Art Moderne. nos 57-59. One nude ino. 994> and a still life

(no. 995> appeared at the Salon des Independants in 1923. and a still life mo
19561 was shown at the Salon d'Automne of the same >car

II

Paris

12

\ aladon. 53.
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Kathe Kollwitz

German. 1867-1945

Kathe Kollwit/ was one of the fines! and best-known graphic artists

working in the first half of the twentieth century Her prohfie out pin

of etchings, lithographs, and woodcuts, while conservative in style, is

nonetheless radical in content, bold and forceful in imagery . I he-

strength of her work lies in its compassion and humanity: her subjects

were drawn from the same reservoir of the poor anil oppressed that

inspired Rembrandt. Goya, anil Daumier I he sensuousness of oil 01

the solution of purely formal problems held little interest tor her. she

intended her art to be one of urgency and social purpose I lei State-

ments, like the clear and articulate lines she used to express them, are-

sharp, uncompromising, anil sombei I arlj in her career kollwit/

chose to work in graphic media, draw ings as well as prints, a deci-

sion in keeping with the German tradition of linear art Her first

major print cycle. The Weavers' I prising < 1 89^-97 >. based on

Gerhard! Hauptmann s play of the same name, takes up the themes ot

poverty, suffering, anil rebellion She was also active .is ,i sculptor,

and in 1933 her sculpture of grieving parents, bearing her own fea-

tures and those of her husband, was unveiled at Roggcvelt Military

Cemetery in Belgium. The work was a war monument commemorat-

ing her son, Peter, v. ho vi as killed in battle during World W .u 1

Kollwitz' v 1 mo 11 is earth bound anil tragic, with human vulnerability

and death at its core; yet underlying her work is an almost ( hristian

sense of ultimate salvation. As the wile of .1 doctor in a pooi. working-

class district of Berlin she was a constant w itness to the snuggles ot

proletarian life, and what she saw she put into her art.

Born kathe Schmidt to a large family, the artist's reminiscences of

her childhood in East Prussia are records of warmth, freedom, mutual

respect, and social and spiritual dedication. Her family, particularly

her father, recognized her talent at an early age and encouraged a

career in art. She began training at age fourteen in her native city of

konigsberg (now kaliningrad) under (he engraver Rudolf Maurer. In

1884 she moved to Berlin to continue her studies w it h karl StautTer-

Bern. who introduced her to the work of the engraver-sculptor Max
klmger While klmgers fantastic vision differs considerably from

her ow n. his work left a deep impression upon the young woman, and

11 may have been his example that caused tier lo combine etched

outlines with soft aquatint backgrounds, as m her Peasant

cycle In 188s shc returned to konigsberg. siudy ing for a shon time

with I mil Neide, then spent the years 1889-90 in Munich under the

tutelage of I udw ig Hcrtcrieh In 1891. one vc.ii iftCI she had com-

pleted her first etchings 1 k I-3). 1 she married l)r karl kollwil/ and

settled permanent!) m Berlin Studying sculpture at the \cademie

Juhen in 1904. she met Steinlen and Kodin. in 1907 she spent a year

in 1 lorence as the w inner of the \ ilia RomaiU pri/e. also v isiimg

Rome, and in 1927 she was .m official guest of the Soviet I n ion on

the tenth anniversary >>t the revolution

Kollwitz was the first woman to be elected a member of the Prussian

Vcademy ol \rts 1 1919) where she held ihe directorship of graphic

arts from 1928 until her resignation in 1933 during the Nazi era she

attended exhibitions, v ished the studios of other artisis. many ol

them women and read voluminously, particularly Goethe kollwit/

Concentrated on (he working class and showed a marked awareness ot

women's role within that milieu, clearly identify ing with their varied

responsibilities and pleasures. In her frequent and tender imag

ot mothers w iih children, which obv iousIv stem from personal

experience, the burden ol survival is set aside for joyous mum
and pleasure

She first exhibited in 1893 at the Berlin 1 ree \n Exhibition, where

she continued to show regularly until her work was banned by the

N.i/is in 1936 Her H cycle w as recommended for a

gold medal in 1898. but the kaiser ordered it withheld because of the

strong political content o( the work I wo years later the cycle w a -

bough! for the Dresden state collection and the medal awarded. In

1917. under the aegis o\ (he Berlin Secession she was given a hftieth-

birthday retrospective at the Paul C assirer Gallery

1

khpMein
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In addition to the Weavers Up tint Kollwitz' graphic cycles include

the /' • series of etchings 1 1902-8) and two woodcut cycles,

1922-23) and /''./< tarial 1 1925), which were inspired hv the

work of I rnst Barlach 1 he death of kollw it/ son as well as the

unstable political climate ofGerman) after World War i helped

generate the two later series, which express the moral and ethical

issues that are the mainstav of her art.

Neither the stylistic mno\ ations nor the experimentation w ith new

media that interested many of her fellow artists during the earlv

decades of this century held any attraction for Kollwitz. Her early

prints and draw mgs are in a naturalist style, using traditional spatial

and compositional arrangements and careful detail In general she

retained these basic stvlistic tenets throughout her life, but she gtcw

increasingK sensitive to the expressive potential of reduced forms

and simplified composition. Mthough from the IS^lK she exhibited

regularlv at the Berlin Secession, which favored the Impressionism o\

Max I leberman and I ov is (. orinth. she was also aware of and

admired the high-pitched emotional images of the I xpressionists \.-

earlv as iSs>2 Edvard Munch's Expressionist treatment of themes of

human suffering made a deep impression on kollwitz -' Her forma

became increasingly compact, her stvle more condensed and expres-

sionists It may be that her sculptural studies in Cans in |s>04

increased her feeling for massive volumes and more abstract large-

scale forms In 1909 she expressed a wish to >.\o etchings so that all

the essentials are stronglv stressed and the inessentials omitted

Ihe power of her later work, resides not onlv in its emotional themes.

but m us concentrated, generalized forms kollw u/ gripping imagery

and her stylistic direction towards reduced composition and monu-
mental sculptural forms are particularly effective m her last print cycle,

Death of 1934-35 Here, in eight powerful lithographs, the obsessive

motifof mortality is combined with self-portraits in a fully realized

broad, bold stvle

Ihe last ten vears of kollwitz' life were difficult and tragic I nder the

N - she was unable to exhibit, although she worked in her studio

in Berlin until the last months of the war. when she was evacuated 10

Montzhurg. outside of Dresden In 1940 she suffered the loss of her

husband, and in 1942 her grandson was killed in battle When death

came on \pnl 22. 1945, her last words were, "My greetings to all
"'
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Whettini 1905

Soft -ground etching

1! ,., x II". m (30 x 29 s ^m.)

Palo Mto. Stanford I niversity Museum of \n
C i iv en in memory of Jane Desenberg I vons by Professor and Mis

James 1 ^damv and Dr. and Mrs Jud K Scholtz

Whetting ti is the third of seven compositions m the Peasants'

H at cycle, images based on the sixteenth-century uprising of the

German peasantry For this series, which was published in a single

issue for the Society of Historic Art in 1 90S. kollwitz carefully
107

Munch - rirst exhibited in Germanv at the I nion of Berlin

Artisis in -

3.

Quoted in Hans kolluu/. I^
4.

H. Burner. Kathe KolUiiz. New York. 1959. 15. as quoted in Munsterberg. 113.
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researched the economic and social conditions of the period and the

actual events of the rebellion. As in her earlier Weavers' Uprising

series (1897), cause, protest, and defeat untold sequentially, [he first

two prints. The Plowmen and Assaulted, are graphic descriptions of

the economic and social plight of the peasants, in Whetting the S< w//<-

and Munitions' Vault the preparations for battle arc outlined; Out-

break, Battlefield, and The Prisoners chronicle the rebellion and its

tragic consequences, Kollwit/ gave particular emphasis to the vital char

acter of Black Anna, an actual participant in the events of I 523-25.

In Outbreak and Battlefield she is portrayed as both a historical

figure and as a generating force in (he rebellion.

In Whetting the Scythe the single waist-length figure with a large

farming implement is conceived on a monumental scale that elevates

the simple subject into a symbol of the potential power of the peasant

class. Using bold forms and a dramatic interplay of light. Kollw it/

focuses on the work-worn hands and rugged features of her peasant

subject The interlocking planes of scythe and figure form a tight

compositional bond. With the eyes barely visible and the mouth

the traditional instrument of protest replaced by the sharpened

blade of (he scythe. Kollwit/' figure acquires the ominous charactei ol

Death the Reaper. The scythe she holds assumes a dual meaning as

an instrument for both nourishment and desiruclion.

107.

Self-Portrait, 1934

Charcoal

17 x IV i m.( 4V2 x J3.7 cm.)

Signed and dated in pencil, lower right Kathe Kollw it/ 19^4

\ngeles ( ounty Museum of Ail (69 I l

I his drawing, executed when the artist was sixty -seven > ears old. is

one of the many self-portraits that span Kollw it/ long eareci Her first

etched self-portrait dates from 1X91 and presents a serious vigorous

young woman who looks confident!) out at the spectator. Here, forty -

three years later, the taut expression and lined features bear witness

to a long and difficult life

Kollwit/ self -port i a its are usually stark records of the physical and psy-

chological effects of aging and sorrow As in analogous lull-face com-
positions a self-portrait ol 1923* Ol a lithograph of the same year

as this drawing' 1

(he staring features are seen as if in a close-range

mirror I he portrait is both a representation of the artist and a forum

tor self-examination; its expressive force dei ivcs from the shadows

Concentrated around the nose and mouth and the studied expression in

the eyes While less tense than the cropped image of 192' or a head of

1924.'" it is candid, ditect. ami emotionally charged

While Kollwit/' message is unequivocably social and political, her sen-

sitive handling of light and form not only sharpens the message, but is

a means of purely aesthetic communication Several studies for this

composition exist in pencil and chalk drawings."' and impressions are

in collections in Berlin. London, Dresden, as well as in the I mteil

States.

106.

Home Worker, 1909

Charcoal

16 x 22 in. (40.6 x 55.9 cm.)

Signed in pencil, lower right: Kollwit/

Numbered in pencil, lower left: 14'

Los Angeles County Museum of Art

Museum Purchase with Graphic Art Council I unds (M 69.69)

In keeping with the generalized forms to which the charcoal medium
lends itself and w ith KollwiU' latet stylistic direction, this portrait is

rendered in broad, free strokes and few details I he strong plastic

qualities of the head result from a sensitive handling of light and

shallow and a repetition of form-defining lines Ihe broad linear

sweep and severe frontal it) ol the form give the image both dignity

and monumental it) \s in Kollwitz' other self-portraits from the last

decade of hci life, sadness and aging are mitigated by a determined

spirit

This is a preliminary study for the red crayon drawing Home H orker"

which first appeared in Simplicissimus in September 1909 It appealed

again two months later in (he same publication as the first composi-

tion in the series Images oj Wretchedness, and may have inspired a

touching contemporary poem. Song ofthe Shirt.7 Kollw it/ used this

subject again in 1925 for a lilhograph.

Kollwitz" bold sweeping lines and dramatic chiaroscuro give plastic

definition and a strong sense of presence to the sleeping figure In (his

sympa(hetic portrayal, (he overwhelming weariness of the worker is

underscored by (he sprawling, hori/on(al arrangement of forms, the

limp arms, and (he partially open mouih. The image is made particu-

larly poignant and immediate to the viewer by the carefully limited

space and the close-focus view

5.

Nagel. nos. 394-98. 2h2

6.

Nagel. no. 498. 284.

7.

Mentioned in Heilborn. Kathe Kollwitz, 1924. and Nagel. 284

8.

Klipstein, no 161

9.

Ibid., no. 252, MO
10.

Ibid., no. I vs. 2"i
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Horine Stettheimer

American. 1S~ 1 - 1 ^-4-i

Horine Sieitheimer. ihe second youngest of the three daughters .nut

one son of Rosetta Walter and Joseph Stettheimcr, was horn m
Rochester. Sew ^ ork. in IS" I She Studied art with kenvon ( o\ at the

An students 1 eaguc and then, between 1906 and 1914. traveled

abroad W ith her mother and two sisters. \ the and C arrie. study ing art

in Berlin. Stuttgart, and Munich Ihe Stettheimers oi "Stctlics." as

the> were known to their friends - returned to New v ,>rk ( it) at the

outbreak of World War I 1 he> quick!) established a salon that

attracted the liveliest members of the avant-garde to their New s, ork

apartment and to their summer home, \ndre Hrook \mong those

the> entertained were Marcel Duchamp. GastOfl I achaise. ( atl \ .tn

Sechten. Mbert Cilei/es. Hie Nadelman. Mtred Stieglil/. Edward
Steichen. and the critic Hcnr\ McBride I ater. Marsden Hartley,

( harles IXmiuth. \ irgil Ihomson. ( ecil Beaton, and Pavel Icheli-

tchew joined the Stettheimer family circle Honnc's sisters were both

accomplished Hue. whom the artist portrayed in 192 i against .t dark.

spectral background illuminated h\ a combination burning hush and

Christmas tree, received a doctorate in philosophy from the I niversiiv

o\ Heihurg and published two novels under the pseudonym "Hcnne
\Saste "

I arrie devoted herself to the perfection of an elaborate doll-

house. with a miniature art gallery containing small-scale replicas >!

works by Duchamp. Nadelman. I achaise. and \rchipenko. executed

by the artists themselves; she was depicted with her masterpiece by her

sister in I92«. the same year that the ariist created her memorable

self-portrait, filiating weightlessly on a flower-petal couch

After a disastrous exhibition at knoedler's m 1 *J I «s. Florine Stettheimer

largely withdrew from public exposure although she did participate in

the annual exhibitions of the Independent Society of \rtists from 19 1"

to 1926. showed occasional]) at the C arnegie International hxhibi-

tions in Pittsburgh, and. beginning in 1931, exhibited with the Amer-
ican Societv of Painters. Printers, and Gravers. Her major public

success of the thirties was the sets and costumes she created for

the Gertrude Stein-Virgil Thomson opera. hHur Saints in Three A< i\.

which opened at the \\adsworth Atheneum Theater in Hartford in 1934.

I ollowmg the death of their mother in 1935 the Stettheimer sisteis

separated .\n>.\ l lorine moved to her own studio apartment m the

Beaux- Arts building, which she decorated largel) in lace and cello-

phane, there she continued painting, entertaining, and having "unveil-

mgs" of hei works She died in 14-4-4 A posthumous exhibition of her

work was held at the Museum ot Modern Art in New ") oik in 1946;

her flowei paintings were shown al Durlachei Bios in 194K More
recently, in 1973, Columbia University exhibited a number of the
artist's paintings, watercolois. and drawings, with special emphasis

on the earlier, relatively unknow n woi ks

I lorine Stettheimers mature paintings are a unique expression of

what might best be considered camp sensibility at its highest. Both

highly sophisticated and willfully naive, they display, with calculated

artificiality and a vivid sense of theatrical distance, family and guests

in their natural habitat, public amusements like beauty contests or

fashion sales at Benders; and friends like Marcel Ouchamp. Henry

McBride, ( arl Van Vechten, or Alfred Stieglitz portrayed in settings

ot sly relevance I ater in her career. Hoi me honored (he city she so

deeply admired with the four monumental Cathedrals ofNew York.

now m Ihe Metropolitan Museum of Art: Cathedrals of Broadway
i 19291; Cathedrals oj Fifth Avenue (1931); Cathedrals of Wall Street

i 1919). and Cathedrals <•! Art (unfinished. 1942). Her style, diapha-

nous, androgynous, and deftly incisive, was probably influenced by the

ideas of her friend, the Mexican artist Adolofo Best-Maugard. whose

book. A Method tor Creative Design, was published in 1926. In addi-

tion to painting. Horine Stettheimer wrote poetry, published post-

humously as the Crystal Flowers in 1949. Her unpublished diaries

are in the Beinecke Library at Yale.
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108.

Beauty Contest, 1924

Oil on canvas

50 x 60V* in. (127 x 153 cm.)

Signed and dated 1924

Hartford. Wadsworth Alheneum
(nit of Miss Ettie Stettheimer

(See color plate, p. 94)

This painting, dedicated to the memory of P I Barnum, is one of i

series of depictions of public or private entertainments, with friend*

and family often included as either participants oi spectators, that

Florine Stettheimer created in the late teens and early 1420s Othei

works of this type include Lake Piacid( 1919, Boston, Museum ol l ine

Arts), which represents the Stettheimer* and then friends engaging in

water sports; Natatorium Undine (1927. I'oughkccpsie. \ass.u ( ol-

lege Art Gallery), similarly aquatic in motif, though lai more fantastic

in conception, with (ail Van Vechten's wife, the actress I ania Marin-

off. as well as the Stettheimer sisters among the cast of Characters;

and Asbury Hark South ( 1920. Nashville. I isk I nivcisitv i. where \ an

Vechten looks down on the lively scene on a segregated beach from .i

reviewing stand not loo different from the one to the light in Beaut)

Contest, while Marcel Duchamp. I ania M.umott. \vciv Hopwood,
the photographer Paul Thevena/. and the artist herself appeal among
the merrymakers at the beach.

Beaut) Contest bears witness to Florine Stettheimer's ongoing

engagement with an exuberantly personal variant of baroque or rococo

theatricality, the sty Ic identified w ith the circus itself, and w nh Bai

num. its ultimate impresario. Although the artist noted in her diary

that "Beauty contests are a blot B.I (). I . on American something—
I believe life— or civilization." 1 she nevertheless obvious!) relished

the free play of pictorial inventiveness the subject afforded her: she

even included herself to the upper left, accompany ing Edna Kenton
and F.dward Steichen. who is photographing the contest. The latter

was a most appropriate Choice, fol at the time Steichen was photn-

ui .iphin^: famous beauties displ.iy ing themselves in fantastic costumes

and "exotic" poses In 192' he began his I unit) Fail series ol reign-

ing stats <p| the film and theater, w ith performers like (nlda drey in

iiiese costume and (dona Swanson in a setting as lacy as anything

I lot ine Stettheimer evel dreamed up I he figure typing I lorine s name
to the I.u right may be ( arl \ an \ cehtcn

I he androgynous. ,n at least ambiguous, physiques of the contestants,

as well as the inclusion ol blacks among its decidedly variegated per-

sonalities, may call to mind the famous Harlem drag balls oi the time.

Indeed. ( arl Van \ echten and \veiv HopWOOd occasionally served

as judges at integrated transvestite costume parties at the Rockland

I 'a I. ice Casino in about 1924 and 1925, beaut) contests at which the

\sioi-. ami tin. \ anderbilU sat regall) in boves to observe the pa-

rades ol prettv boys in gilt and leathers and elegant gow ns
'"-'

[ he

unusually "hot palette adds to the sense ol sultriness and excitement.

Although the leal I' I Barnum was tar more portly than the while-

hail ed judge in tile bov to the right, it may be relevant to note that a

majoi biograph) ol the circus impresario, M k Wernei s Barnum,

had appeared in 192 1, a yeai before the completion ol this painting.

And. while speculating about the identities ol the participants in this

gala occasion, one might point out the resemblance of the svelte.

Hispanic silhouette ol the man leading a white horse in the center ol

the painting to that ol Rudolph S alentmo. one ol the more flamboyant

cinematic inventions ol the lime

1.

Tyler. 71.

2.

B. Kellner, Cart Van Vechten and the Irreverent Decades, Norman, Okla . 1968,

201.



Romaine Brook>

American. 1874-1970

Romaine Brook-, a painter K-st known tor her portraits, was Kirn in

Rome of an extremel) rich but eooentric American mother, rheearl)

years of her life, recounted chief!) in her unpublished memoirs, \

sound like .1 farfetched Gothic novel Although

one ma> well doubt the total accurac) of this account, probabl) begun
in sboul 1930.' it is nevertheless true that the artist's mature lite was
haunted b> the complicated miseries of her vouth Her peripatetic and
unbalanced mother (deserted before Romaine's birth b> her husband.

Major Harr> GoddardX insisted that Komaine become the companion-
keeper of her mad brother. St Mar Mis Goddard kept Romaine in

a state of terror and apparently deserted her daughter complete!) when
the child was about SIX or seven, leaving her in the care of their laun-

dress The latter took the child to a New > ork slum apartment and

had her selling newspaper* in the street until she was rescued b\

her grandfather's secretar) > et it was m this unlikely environment,
according to Brooks' own account, that she firM discovered the

consolation of drawing

After schooling in New Jersey, ltal>. and Geneva, with summers spent

in various v il las along the Riv iera. Brooks studied voice in Paris and

finally prevailed upon her mother to grant her a monthly allowance of

three hundred francs, which gave her independence

In 1896-97 Brooks went to Rome to study art I here she had her own
studio and worked at the ( ireolo -\rtistico and the Scuotl Vi/ionalc.

where she was the onl> woman student In the summer of IK99 she

rented a studio on the island oi ( apri. at that time a refuge for an

artistic and se\uall> liberated group that included Axel \lunthe. I I

Benson. Somerset Maugham, the C'ompion MacKenzics, and Norman
Douglas, who commemorated the C apri "Beautiful People'' in his

novel S<inth H'indi 19171. After the deaths of Kith her brother and

mother in 1902. Brooks inherited a fortune. She contracted a "white

marriage'" with John Kllmgham Brooks, a homosexual dilettante

from C apri. and continued to paint, first in 1 ondon and then in St

Ives in Cornwall. In Fngland she became friendly with the popular

painters c tuuiesf ondet and Augustus John. Brooks finally established

herself in a luxurious apartment on the present Vvenue dtl President

\\ ilson in Paris, she studied brief)) » ith ( iustave Courtois and

quickl) became part of the Parisian limit mondei the aesthetic.

Whistlerian black, while. .\n>.\ Bra) COlol scheme of her apartment

established hei as a popular intenoi decoratOI as well as a portraitist.

Brooks' first one-woman exhibition in l9H)at Durand-RuePs in Pans.

consisting for the most part of Whistlerian figure studies, was

extremel) successful In subsequent years her portraits recorded,

directly OI indirectl) . her attachments and relat lonships w ith the

world o\ i rencfl arts and letters as well as with high society and the

homosexual elite of the period, worlds that often overlapped. Among
those she portrayed were the dancei Ida Rubinstein, whose elongated,

extravagant good looks set a new standard of androgynous elegance

i 1917); Gabrieie D'Altnunzio, the storms Italian poet and playwright

i Is>l2 and I9IM. Jean ( octcau. literary figure and fashionable avanl-

gardiste (1914); and Natalie ( lifford Barney, the aphorist and

udonniere ( 1920). with whom Brooks established a forty-year liaison.

Among Bnxiks' most interesting portraits are those of lesbians. Una,

Lady Troubridgt il924> the close friend of the author Radclyffe

Hall and a major figure in the latter's scandalous novel of lesbian life.

I lit- H ell oj Loneliness — is incisively represented in severe

masculine attire, with monocle, clipped hair, and dachshunds. In

Renata Borgatti m the Piano (ca. 1920). the mannish yet subtly fem-

inine musician seems lost in the world of her own creation. Brooks

herself figured, under a fictitious name, not only in The Well of Lone-

liness but in a more lighlhearted novel of lesbian life, ( ompton Mac-

kenzie's Extraordinary Women, in which the artist served as model

for the heroine. Olympia Leigh.

Brooks' mature portraits are often mannered in conception and aus-

tere in execution. They may be characterized as generally "symboliste"

in style: for the most part the palette is reduced to Whistler's scale of

I.

Doubts about the veracity of the memoirs have been expressed by Sir Harold

Acton, who knew Brooks in Florence: by Professor Norman Holmes Pearson of

Yale University; and by Carl Van Vcchten; as well as by her recent biographer.

Meryle Secrest. See Secresr. 10-11.

2.

G Annan, review of Secrest. in limes Literary Supplement , January 30. 1976. 102.

3.

'"Catalogue of an Exhibition of Original Drawings by Romaine Brooks." The Arts

Club of Chicago. January 11-31. 1935. in Romaine Brooks. "Thiefof Souls."

Washington. DC. 1971. 26-27
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black, while, and gray tonalities, which lends to dramatize per-

haps ovcrdramati/e al timet ihe bloodless, lashionable !•

Of her sillers Yel al Us hesi. lor example in her S.

Brcxiks' port rail style. with Us del I >et canny suggestion ol inner life

through nuances of form: its sense of rejection ol the physical D
veyed by lense pose, simplified contour, and thin, relatively colorless

pigment; and the human isolation suggested by compositional dith

dence can be intensely mm mg I qually interesting, although less

well known than her portraits, ate Brooks' line drawings (s<

III. I I2l over one hundred of them originating mainly from the

19 V)s, draw ings which, in the words of one critic appear to be by

Thurber out of Beardsley J
I BCfl draw mg consists ,.| 4l single, unbro-

ken line: I hey are related to Surrealist automatic draw mg in their

strategies and their revelation of internal fantavv. conflict, and fii

lation. Of them, the artist herself commented " I fiese drawings should

he lead I hey evolve from Ihe subconscious. Without prcmedit.it ion

they aspire to a maximum ol expression w ith a minimum ol means
\"v helhcr inspired by laughter, philosopfiy . sadness or death Ifu

introspective patterns are each imprisoned w ithin the inevitable

encircling line But the surety of outline and apparent freedom from

technique are the unconscious evolution from a more material and

direct form .if .,:

Brooks returned briefly to the I nited Stales in I93S-36, when her

drawings were exhibited at the \tts ( iubot< hicago In Sew ^ ork

she painted portraits of ( all \ .m Vechtetl and Muriel Draper When
World Wai n broke out Romanic Brooks and Natalie Barney, who
had been living on the Riviera, left for I loicncc and then settled for a

time in I icsolc I he artisi probably painted her last portrait when

she was eighty-seven, and died in Nict bei 7, 1970, at the

age of ninety six
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I Ik ( rossing ca 1911

( )il on canvas

i in. (115.2 x 191.4 cm I

Signed Romaine Brooks iwmi (date appears to have been added later)

Washington, D.< , National Collection of Fine Arts

Smithsonian Institution

Cult of the artist

Ida Rubinstein, the probable model tor this painting, had fj

appeared before the Parisian public in IsMisi m Diaghilo S '

in which she was carried on Stage in a mummy -case and then unswathed

until she emerged in a fantastically exotic costume designed by Bakst.

Her specialty was mime rather than dancing In this nude study.

I In Crossing, Brooks has assimilated Rubinstein's lithe, other-

worldly, androgy nous physique to the theme of the mingling of death

and eroticism, a favored motif in both art and literature of the turn-

of-the-ceniury Symbolist movement. A similar dark, elongated nude

model had appeared in Brooks* earl iei ••
I
ivi'ii. which

had been exhibited al Durand-Ruel's the year il was painted. In the

earlier painting the figure is les-. expressively attenuated and the

110

26V



tasteful decor, with its japonaiserie and carefully balanced accoutcr-

mcniN can he more easily related to the expressive reticence of the

British -\e>thetic Movement, and especially to Whistler, than to the

w ilder excesses of International S> mbolism. In I in Crossing, the

setting is more abstract and evocative; instead of l> ing on a OOUCh,

the nude seems to float on a large white wing hovering ovei an

immeasurable black background I he downward tall of the black hair

of the model effectively evokes the inertia of impending mortality

This slender, often emaciated, and always provocative nude ideal

was certainly not Brooks alone At the turn of the century, il w.is

Favored b> such artists as Beardsley, roorop, Minne, Delville, Klimt,

and many others related, however marginally, to the Symbolist move-

ment. I ater. Gwen John preferred this tvpe in her choice 01 nude

models as well, and certainly it has been preferred b> the world ol

fashion ever since.

Rubinstein posed, dramatically cloaked, for net portrait b> Brooks

in 1917. Earlier she had appeared, nude once more, in the guise ,-t

9 Sebastian in 77*« \4a rr (1910-1 1) I here she is being

shot at b> a dwarfish D \nnun/io. w ho created his scandalous diama.

//;< \' x r/a/t. with music by IX-buss\ and sets

and costumes bv I eon Bakst. specifically for Kubinstein She may also

have inspired Brooks' later nude. Weeping I enus, o\ 1916-18

Interestingly, Kubinstein adopted the decor and pose o\ Brooks'

While .-!;<//<.u in a nude photograph she had taken of herself in 1917.*

1 10.

\//\> \. ./..//( B 1920

Oil on canvas

ii 25** in. (86 x 65 cm >

Signed Romaine l
g 2n

I'ans. Musee du Petit Palais

N alie ( lifford Barney 1 1877- 1971), Brooks' companion fbi ovei

forty years, was. like the artist, an American expatriate who lived

most of her long life in Paris \ writer known for the elegance and

lucidity of her I rench stvie. Barney published several volumes of

aphorisms, essays, poetry, and a novel, in English, lh, Om Who is

•i. privately printed m I ondon, with illustrations bv Romaine
Brooks Her major theme in all these works was androgyny, conceived

Of in its largest sense the Utopian vision ol a world of sexual and

intellectual harmonv achieved bv the elimination of sexual differenti-

ation and antipathy; the verv intensity oi Barney's ideals made her

view the position oi her women contemporaries w uh ironic com-
passion, and at times, with scathing bitterness Among her major

works are / Hi {ventures de tesprit

i I42^i: V I
.

i 139); and Sua nr\ indis-

guste Rodin, Pierre I ouys, Rainer Maria Rilke. Gabriele D'Annunzio,
Sinclair I ew is. Marcel Proust. Paul \alcr\. Colette, I ord \lado\

l ord. Guillaume Vpollinaire, and Remy de Gourmoms it was the last

who addressed hei as "the Vmazon" in his / ettres a I'Amazone, pub-

lished in the \4ercure ./c France. The horse in the foreground of the

portrait bv Brooks is probably a reference u> tins sobriquet, as well as

to Barney's strength ofcharactei and net fondness for riding. Brooks

often included a sy mbolic animal image in her pom a its aside From

the dachshunds m I na. Lady Troubridgi one finds a significant oce-

lot in the portrait of I a Baionne 1 mile d'l Hanger (ca. 1924) and an

enigmatic figurine of a white goal in Elsie de n
. //< 1 1 ^ZO). The ener-

getic silhouette of the jade tigui me in the painting o\ Barney con

tiasts strikinglv w ith the placid, blond fol in of the sittet herself and
with the mistv pal lot ol the background, through which emerges an

adumbration of the house on the rue Jacob. It is possible, given

Brooks' predilection fol sh allusions m her portraits, that her choice

of tins snowy background refers to both Friends' interest m androgy ny

and hermaphroditism. Bal/ac had used the whiteness of snow \ moun-
tain peaks as a potent s\ mbol of put itv .\n<\ the mystical union of the

sexes in his famous stoiv ol hermaphroditism, Siraphitai Brooks

herself employed a similar, though more Fantastic, snowy setting in

hei ( 'hassi >• >>i o\ 1920

II

I

/ Makt i the Dead Sing, ca 1930

Pencil on papei

x 12! i in (47 : x U.I cm.)

Washington. I)( National ( ollcclionol I me Alls

Smithsonian Institution

Gift of the ait isl

l 12

wsoj Departure, ±.\ 1930

Pencil on papei

IK x i:'„. in (45 7 x 10 9cm I

\s ashington, I) < , National < ollection ol I ine Arts

Smithsonian Institution

(nit ol the aitist

Perhaps even more important than Barney's writings was her famous

salon at her "pavilion de lamitie"" on the rue Jacob \mong the many
guests who gathered there over the years were Anatole I ranee. Au-

For this photograph set Secrest, opp 151

5

For the riches! source of information ahoui N t Bjrnev. including translations ol

some of her work, see Adam Internationa I U. ,rid Tribute in Watalie

Clifford Borne) London. I4WI. and J C halon. Portrait dune \edui true Paris. 1976
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dv*en John

British, 1876-1939

l l

Owendolen John was born in Peru' Wales the older sister

(it the flamboyant and prolific painter Augustus John Despite a tar

more public .ind profitable career Augustus is said to have main-

tained late in his lite IV. .ears from now I shall he known as the

brother ol Owen John "'
( crtainly Owen John's reputation, strong

though relatively restricted in scope during her lifetime, h.is expanded

Considerably in recent yean I he artists introverted character, her

deliberately limited choice ol subject and painstaking style, and her

intense need lor priv.iev otter a striking com: brother's

technical facility and hohemian exuberance

Owen John, like \iigustiis tttended the Slade Vhool m I ondoi

studied there from 1893 t<> I KWK mainly under Henry lonks. who
stressed sound draw mg. w inning the Nettleship Prize tor figure com-

position In IXVX she and two women friends from the Made (one ol

whom. Ida Nettleship, was to become net brother's wife) went U

and attended the \c.ulemie < armen. where Whistler taught tw

weekly anil where painting rather than draw mg was emphasized

After returning to Ingland in IXW .ind creating a tew works that

have been related both to the intimate sty le of \ uillard and to the

more naturalistic approach ot the New I nghsh Art ( luh. John

returned to I ranee in 1903 and remained there, except for brief visits

to England, tor the rest of her life She posed tor. and evidently had

a love affair with, the sculptor Auguste Kodin. and established an

important friendship w nh the German poet Rainer \lana Kilke

In about l

u H> Owen John's work began to show the imp.K

Picasso's emaciated. Hlue-I'criod tigur.il style, at the same time she-

met one ot her strongest supporters, the American coll< ant-

garde art. John <.)uinn. who ultimately acquired a large number of her

paintings J In 1° I 4 John moved to the Parisian suburb of Meudon.

where Rodin lived; she had converted to ( athoik:ism the prev ious

year and painted a great many watercoli

and orphans at a neighboring convent. . I portraits

of the founder. Mere Poussepin. Intense devotion to her art. her reli-

I

Holroyd. I"

New X
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gion. her cats, and to a neighbor, N era OumancorT, sister-in-law of

Jacques Maritain, and an increasing insistence on privacy mark the

years of the artist's maturity She seems to have stopped painting in

about ls).s2. and died in Dieppe on September IS. 1939

John's works are usuall) small Rarel) signed and never dated, the\

concentrate on the theme of the isolated woman sitter I he woman
or voung girl is generall) represented three-quarter length, occasion-

all) nude ifig. 39, p h0> although more USUall) clothed Sometimes

these representations are portraits, or at least repeated studies of

known models I he figures are generall) immobile, drained of specific

expression although expressive as images because of the mtensitv ot

their mood, the subtle psychological effect of the restrained compo-

sition, and the charactcrisiicallv exaggerated eloquence of hone struc-

ture, hands, and features C ontOUfS are handled a ith refinement and

surfaces are built up in painstaking >et rich, muted harmonies In the

mature works, those after about 1915, color saturations are extremelv

reduced, brushstrokes become at once smaller and more evident, and

surfaces achieve a chalkv. frescolikc qualitv reminiscent of that of

Puvis de I havannes. whom the artist greatlv respected Her later

works have been, quite correctly, likened to those ot Modigliani and

C e/anne
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Girl with a Bin, 5 ca 1^1 < >
Oil on canvas

16' j x 13 in. (41 ) x J3 cm.)

N » >ork. The Museum of Modern An
Gift of Nelson \ Sears in memory of Mrs. Mill icenl \ Rogers, 1963

I his painting, original I) in the collection ot John Omnn. is quite

tvpical of John's mature stvle I he unknown sitter is depicted three-

quarter length, in a self-contained, rather withdrawn pose I he subtle

irregularities of the contours of the figure plav against ihe muted

complexities of the gravish white background \ tenuous sense ot

pictorial diffidence so characteristic of the artist, the asvmmetrv of the

scarf, the shghtlv ruffled coiffure, the clasped hands all contribute to

that sense ot intermingled tension and impassivit) characteristic ot

some of John's most successful representations Ihere are several vari-

ants of this image ot a dark-haired girl wearing a lilac jacket and a full,

bunchv skirt w it h a flow ing dark scarf knotted about the neck > . w
til in . \4ulbt •" />'< »> m the collection ot Mrs lola S Haver-

stick: Young H Dress in the collection ofThomas
nrov ; S/,, Mulberry Dress, in a pri-

vate collection (nos IV 14, 15 m New >ork. 1975). Ihe same young
woman also served as the rruKiel ot Tht ( ont << r k< in the collection ot

the 1 adv Fh/abeth Montagu: still another version of the model, in the

"Mulberrv Dress'' series, is in the Southampton Art Oallerv

Ibid., s-
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Paula Modersohn-Becker

German, 1876-1907

In her native land and especially in the Bremen area where she

worked, Paula Modersohn-Becker has long heen recognized as a

pioneer of modern an. She was the firsl German painter i<> assimilate

the Post-Impressionist currents she discovered t>>i herself m Paris and

to forge a very personal, expressive style, creating some unquestioned

masterpieces during her brief career

She was born in Dresden into a cultured home open to ai lists and

men of letters. After the family moved to Bremen, she took draw ing

lessons from a local painter anil, when she was sixteen, attended a

professional ail school while staying with relatives neai I ondon Hei

father, a retired engineer of the i ail road bureaucracy with five Other

children, worried about the uncertainties of an artist's life Only after

Paula had dutifully completed a two-yeai teachers' training program

and acquired a more conventional and reliable means ol self-support

could she continue her art studies. I rom 1X96 to IX9X she attended

the Berlin school for women artists, where kalhc kollwit/ had

Studied also and was soon to teach. During a summei vacation al

home. Paula discovered the artists' colon) in nearby Worpswede and

settled there in 1898 to continue hei Studies anil WOI k on hei ow n

The young Worpsweders had achieved considerable tame aftei

exhibiting in the Munich Glaspalasl m 189s and again in IX l ">

Rejecting their academic backgrounds anil life in modern industri-

alized cities, they called for a return to nature and the simple rural life.

They found then Barbi/on in Worpswede. Paula studied with (he

one figure painter among them, Fritz Mackcnscn. winner of the gold

medal in Munich for an ambitious large cam as of peasants worship-

ing outdoors (clearly indebted to
( 'our bet's tin mi I at Ornans). Otto

Modersohn's lyrical approach to the typical north German landscape

appealed to her. and she learned graphic techniques from the Jugend-

siil illustrator and designer Heinnch Vogeler. Before long, however,

she began to sense the limitations of this pro\ incial group and

escaped to Paris on New Year's Eve ot the new century.

It was the first ot tour such trips to the I rench capital I rom January

to July 1900 she attended the independent \cademie ( ola Kossi and

look aiialomy lessons al the Ecole des Beaux- Arts, her diaries anil

enthusiastic letters home suggest that she was even more inspired by

her frequent v mts to museums, rjallei ies, and the an exhibitions at

the I reposition I niverselle \lthough m 1901 she had married Otto

Moilersohn. M ho had recently been w idowed and left w nh a young

chilil. she returned to Paris in the spring ol 190 V again study ing at

( ola Kosm During her third visit, from I ebruary to \pril 19(1*. she

enrolled at the Academic Julien. made contacts with the Nabis. and

discovered other contemporary tendencies '( uriously. this time the

old masters don't allect me so much but primarily the very, verv

moderns." she wrote to Otto ' Accordingly, she planned to visit

Denis. \ uillard, .mil Bonnard m theii studios where she could further

study then work certainly an audacious practice foi young
woman al thai lime \n extended Parisian stav from I ebruary 1906

to \pnl 1907 then produced extraordinary artistic growth and a crisis

in hei personal life separation from her husband In the fall ot 1906

Olio followed hei to Pans and persuaded her to try anew to reconcile

the demands ol ail anil ol domestic life Pregnant, she returned with

him to Worpswede in 1907 she painted very little thai summer, gave

birth to a baby daughlet in early November, and on the 20lh suf-

fered an embolism anil fatal heart attack as she got up from childbed

She was thirty -one

I nlike main ot the successful and long-lived women whose art is

exhibited here. MiKlersohn-Bcckcr compressed extraordinary pro-

duct iv ny into the shortest period: some four hundred paintings and

studies and one thousand draw ings J Much o\ this she considered

Student work; she first expressed satisfaction with her growing

abilities m 1902, after painting her stepdaughter, Elsbeth.* On July 6.

1902. Paula wrote her mother how pleased she was with this painting

in which she saw how her pow er ol expression had grown and would

continue to develop "I am going to amount to something! ... I feel

I
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i

Her h-ut.i! premonitions ot earl> death (Modersohn-Becker, 1900, 122-23; 1902,

16^: IsH*,. 2.17) io some extent mav explain her productiveness and sense of urgency

(comparable ro van Gogh's); or her recognition thai domestic life would absorb

her energies.

.V

Bremen. ID76. no. 71. color pi. 9.



thai soon the time will come when I don't have to he ashamed and

keep quiet, hut feel w ith pride that I am a painter " She knew very

dearly the direction that her art was to take. slating her aims first in

writing and then realizing them in painting during her mature

Worpswede period: 1903-5. Mackensen's way had heen "not broad

enough, too genre-like tor me." she noted in her diary in late 1902

Inspired hv a hook on Mantcgna. she tried to capture essence with

monumental form She thought less about nature during the con-

ception of the picture, later adding the required realistic details: 'niv

personal sensation is the main thing." she concluded.4

Modersohn-Becker continued to trust her ow n sensations as she

learned her craft hv studying the modems and old masters in the

museums. Holhein. I man. and Bocklin. etchings hv Kemhiandt and

Goya, antique and Gothic sculpture. C optic nuininn portraits, and

Japanese scrolls are among the various sources she mentions Hei

last letter to C Lira Kilke recalls how at Vollanfs gallery in I WO.
she had discovered c ezanne, "one of the three or foui artistic forces

which struck me like a thunderstorm and a gieat experience '"' She

does not identif> the others, though she records the impact of Rodin's

personality and art in his studio, while her paintings speak ol van

Ciogh and Gauguin.

Her magnificent still lives of I
g"s in the museums ot Bremen.

Wuppertal, and ( ologne p.^ homage to c ezanne not h\ facile

imitation of his characteristic hrushstroke. hut h\ then coloi liai

monies and dynamic pictorial organization I ike ( ezanne. she

learned to translate into paint the lntcnsitv of her visual response and

to distill the essence olfa few pieces of trim or of another human
heing. The strength with which a subject is grasped (still-life, por-

trait, or imaginary pictures), that's the beauty ol

I pon returning from Cans in \pril |9<i; she saw how deeply the

"great Biblical simplicity" of the country people affected hei "The
desire hums in me to achieve grandeur through simplicity

"
:

I his she

achieved in her great peasant portraits \ neouraged h\ the example of

van dogh (see cat nos I 14 and II s
). she painted such masterpieces as

the Old Woman tr,,»\ tht Poorhoust in rln Garden in Bremen, and

the Old Peasant Woman Praying {caX.no 1 17k her only major work
in an American museum. She had gone tar bevond Mackensen's

anecdotal naturalism; though retaining some individual likeness, she

portrayed broad humanity.

In Paris m I9<ih. she went even further, literally stripping her models

of their mundane clothing She painted them not as depersonalized

studio nudes, however, but as naked maternities I he tender peasant

madonnas, such as the one exhibited here, have become genuine

earth mothers In a Bremen painting (tig J6, p 59), the woman lies on
the ground, curled around her bahv like a protective animal Other

pictures in Bremen and Dortmund become fertility icons, with

tropical fruit and plants as attributes .* \\ ith her infant at her breast.

one woman kneels in a circle of pale light as in a mysterious ntual;

another ceremonially presents us with a pagan Chris) child.

Modersohn-Becker also dared to paint hei self naked. \i age thirty.

on her wedding anniversary in May 1906 (duly inscribed on the

canvas), having left her husband, she depicted herself pregnant

(which she was not): her maternal potential confronting her artistic

self. In another nude self poitiail w ith amber beads dig. 4o. p. 66),

joyful vitality and creativity are symbolized hv some Rowers, butter-

flies, and a Screen of lush foliage. Similarly, she holds a camellia

branch in her most famous self-portrait, the haunting image in the

I olkwang Museum oi Essen; like the (optic mummy portraits she

adm i ied she evokes spiritual, even otherworldly mysteries.

In these last paintings. Modersohn-Becker explored an amazing

range of styles I rom the solid realism of her mature Worpswede
period, she approached the lightet palette of Impressionism w ithoul

relinquishing hei usual forceful drawing and modeling. \i the end of

1906, she had been inspired by Gauguin, whose vast retrospective

she saw al the Salon d' \utomne." and she ultimately created B classi-

cal sv nthesis o\ Post-Impressionist st\ les. even approaching the

primitivism and proto ( ubism of the young Picasso. 10

Regret of hei untimely death need not detract from recognition of her

impressive achievements any more than il does in the case o\

Seurat, who also died at thirty-one. In 1906 she experienced an

exhilarating singe ol artistic energy "I'm going to be something — I

am experiencing the most intense, happiest tune ol my life," she-

wrote her sister." Die productivity and experimentation ol thai final

veai indicate that she had not vet fulfilled hei potential nor exhausted

her powers, and thai she would continue to grow and to create. But

she had leached hei goals, "to be something." anil "to achieve

grandeui through simplicity

I 14

Peasant Woman. IK98-99

( harcoal on paper

14 x :"'.• m (48.2 x 69.8cm.)

Signed lowei nght Paula Modersohn-Becker

(posthumous authentication, probably by the artist's daughter)

New >oik. Mian Frumkin Gallery

Modersohn-Becker has given us an almost photographic yet

sv mpathetic likeness ol a Worpswede peasant woman who is leaning

forward tensely, posing somewhat self-consciously. Every physiog-

nomic peculiarity is recorded, from the furrowed brow and bulbous

nose (their shapes echoed in the lapel), to the wart on her chin. Such

meticulous naturalism, the careful drawing, and painterly modeling

of light and shade make this unusual among Modersohn-Becker's

approximately one thousand drawings. It is entirely characteristic,

however, of a specific brief moment in her career: the fall and winter

ot IX9X-99 when she studied with Intz Mackensen.

4

Modersohn-Beckei 77-78
;

Helsch. 49. Clara WesthofT, a talented sculptor and Rodin student, married thc-

German poet Rainer Maria Rilkt in I9(il

6.

Modersohn-Becker. 216

7.

Ibid 2

8.

The paintings in the Beckcr-Modersohn Haus in Bremen and in the Xtustum am
Ostwall in Dortmund are illustrated in color in the exhibition catalog of the

Kunsthalle Bremen. 1976, plv 29 .poor color) and 28. The sclt-porirait as if

pregnant is illustrated in Stelzer. pi. 52. as is the first version of the self-portrait

uith amber beads (the final version is in the Kunstmuseum Basel) and the Essen

self-portrait, color pis. "3 and 83.

9.

Especially in the two primitive maternities described above, and the Sealed Nude
Girl wjf/i Flowers, in the von der Heydt-Museum. Wuppertal. color pi. 25 in the

Bremen catalog.

in

Petzet hrsl related Modersohn-Becker's work to Picasso's of 1906 in Das Bildntl

Jf\ Dichieri: Rumer Maria Kilke — Paula Becker-Modersohn: Etne Begegnug
(Frankfurt. 1957; rev paper ed.. 1976. with increased comparative illustrations);

see also Christa Murken-Altrogge. "Der fran/osische Einfluss im Werk von

Paula Modersohn-Becker."' Die Kun\i. i xxxvii. 1975. 145-52. Modersohn-Becker

need not. however, have seen Picasso s sell-porlrait or his portrait of Gertrude

Stein, both of 1906, to have developed in this direction, but could have drawn on

the same, or similar, prototypes as Picasso. For a discussion of Paula Modersohn-

Becker's relation to Expressionism and her inadequate evaluation in this

country, see also Oppler, 364.

11.

Modersohn-Becker. 227.
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114

M aekcnscn. a product ol the Munich Academy, wrou ndingly

about Paula's two yean at the "ladies school where she allegedly

had lost her sense ot direction, which he intended to restOI

nevertheless, he was greatly impressed by how energetically she

tackled her studies ol nudes and portraits '-' "Devoted cop> ing

ol nature, that's what I am supposed to learn I allow my own little

person to get too much into the foreground," she wrote in her diary on

December lf>. IK9X ["he meticulous drawing, careful observation

ol tonal values, and studious, pedantic finish ot the Peasant '» >>uin

ale quite typical ol conservative academic training I he draw ing

is thus a valuable document ot Paula's last Student day I w ith Maekcnscn

111 Worpswede, just before she u>ok oil foi Cans to find new artistic

directions

\lready in a letter ol I ebruary I- announced that she Fell

her sell mov mg .iway liom the constricting atmosphere ot Worpswede,
and by late summer she was making much tieel drawings and paint-

ing broadK executed landscapes She evidently included some ol

these in hei hrst group exhibition ol December IK'W judging

the derogatory newspaper criticism and by her tuture husband's

comments on her work as "not intimate enough, too poster-like

While this portrait cannot be identified 01 dated specifically . we have-

other draw ings ot this per iod that are comparable in sty le and subject

mattei children and old people from the poorhouse who gladly

posed lor the \oung aitisi tor .1 tew pennies anil a briet respite trom

then monotonous lives She recorded several draw ing sessions w ith

Old Man BredOW (October 4. IXVX. November 29, 1898) which

resulted in two well-known draw ings \nd when she writes to her

family (Novembei . Iiat this is *the season of the spinning-

room, one visualizes the handsome draw ing ,.| ., peasant woman
seated in piohle. spinning winch is particularly close to our drawing

111 mood and execution '

'

\t lust glance these draw ings suggest possible kinship w nh work by

Kithe kollwit/. Aini indeed her very earliest academic drawings am)

Kollwitz' self-portraits ol around 1889-90 arc comparable I he

Litter's more famous graphics contemporaneous w nh our draw ing.

such as the Weavers cycle ol lx l'x. however, already use modified

tonus to express intense social outrage, a quality quite foreign to

Modersohn-Bcckcr In her objective but quietly sympathetic in

of this patient, tired woman she is closer in spirit to van Ciogh. speciti

Cally to his many preparatory draw ings lor the /' ri of

IXKs is Hoth artists portrayed the simple country people ot the low

-

lands whether ol Worpswede or Nuenen with respect and

compassion When Moder sohn-Becker discovered van Oogh's

paintings later in Paris, she responded to his humanity and to h -

and during 1905, especially . created her ow n impressive peasant

portraits "with that something ot the eternal which the halo used to

sy mboli/e" (see cat no I I 7

12.

Clearlj ihese art latei recollections, m Heucn
13

Some of Otto's dunes are reprinted as an apptndiv

enrrv ol Januan -" |w" 1 248 omponani hrM recorded

future wife), tor discussion ol newspaper critic

14.

Old Man Bredo* drawing, repr in Pauli. no- nan

Spinning in Frankfurter kunstkaninett exhibition. PiiuL. "

Wollgany Werner KG, 1975, no !*•> (or other evamples and d - the

"regressive quality" (Rid hese drawn
isos.^w period I or examples of her mature draur 2 Gunter Busch.

Paula Modersohn-Becker Handzeichnungtn Bremen, 1949 with

excellent introduction; see also Bremen

in Gunter Busch. Paula Modersohn-l ' :mch.

ls*0.

15.

J B. de la Faille. L'oeuvrt J< van <

1^:S. i\. I ISsi-O-r

16.

Vincent van Gogh, letter to Theo (i ! S ptember3,



115.

; tht /'. orhoust l
g t> ;

Oil on cardboard, cradled

21 VS \ IS44 in. (54.6 \ 40cm.)

Monogrammed and dated lower right 03

Nc« N ork. Private Collection

I his small oil sketch in of greatest interest as an earl) exploration of

a theme that fascinated Paula Modersohn-Becker for several ve.iis.

culminating in the remarkable Old Woman from the Poorhouse in

the Garden. 1
"
1 During her second trip to Pans m 1903, Modersohn-

Becker had admired the hrench "'impromptus.'' the small color sketch

"which often savs more than the [finished] painting
"M

I pon her

return to Worpswede, she painted man) such "impromptus."' includ-

ing this old peasant of the drah heath and peat hogs She must have

been pleased w ith this dark image, since she dated it herself - not her

general pract .

Paula had first described this "ancient'" peasant woman from the pi>or-

house. Old Mother Schroder, in Vptember lS^S. and for man) veais

she remained her favorite model and a solicitous friend, last men-

tioned in I9<r when she worried about the artist's long pregnane) like

a midwife." Die old woman kepi Paula entranced with jumbled child-

hood memories and "hallucinations,'' speaking colloquial PtattdcUtSCh

in her "sibylline voice much of it strange and at tirst incompre-

hensible to the citv -bred girl .-'" In June 1902 Modersohn-Becker

reported sketching her even after supper, this "thrcc-lcggcd old

woman" w ho never walked w ithout that third leg. her cane hence.

"Dreehecn" in the local dialect In his journal. Otto enthusiast icallv

described Paulas painting ol Dreebeen with her goat and chickens

"marvelous in color, rcallv remarkable in conception, the surface

roughed up with the brush handle \mazing. how grand these things

are. how grandiose as painter's vision

The entrv is dated June 15, 1903, a pern*.! when we have several

Dreeheen studies, including one quite close to ours in pose and land-

scape background -'-'
I he version exhibited here, however, is especial I)

intriguing for its blue green glass bottle on a stick, a ivpc of garden

decoration popular in Worpswede then, and even now Modersohn-

Becker evidentlv enjoved these colors .ind reflections she placed a

silvered glass ball, a gleaming jewel." in her own flower garden 9
graduallv transformed this ordinary country woman posing stolidly

in her Sundav-hest hat. with the glass bottle and scrawny tree per-

fectl) natural to Worpswede. into some supernatural creature: an

ancient w itch or a primeval Norn of Ciermanic mythology Ihe meta-

morphosis is completed in the rin.il great work in Bremen. I he dark

peasant face appears foreboding, even malevolent, foxglove and huge

poppies seem endowed w ith magical powers, and the glass Kittle looms

like an ominous crystal ball. In less than three years. Modersohn-

Becker created an undisputed masterpiece from the initial conception

of our mixlest oil sketch.

I 16.

Mother and Child, ca. 1903

Oil on cardboard, cradled

28" -. x 20 in. (7 I 7 x 50.8 cm.)

New York, Private Collection

1 or an) number of reasons cultural and social, personal as well as

artistic the mother and child motif fascinated Modersohn Beckei

Observations about motherhood tilled her letters and diaries as she

sketched the ever pregnant count!) women and the nursing mothers of

Worpswede.-' 1 contemplated the mwerv of Christmas and its message

of motherhood,*8 and thought of her own future family.-' 1 Brought up
w ith conventional expectations of marriage and raising children, "the

ultimate purpose of woman,"*1 she nevertheless postponed her own
pregnane) for the sake of her art.

In 1892 Mackensen had painted a peasant woman sitting on a wheel-

b.inou m the peat tields. nursing her infant.*8 Reminiscent of Millet

whom the German artists great!) admired il is his finest work,
celebrated m Munich and promptl) acquired D) the Kiinsthalle

Bremen His sitter was quickl) dubbed the Worpswede Madonna or

Madonna ofthe Peat-Mooi V comparison of the Mother and Child

exhibited here with the older prototype proves diamat icallv how tar

Paula Modersohn-Becker had developed. While a respectful distance

sep.u ates Mackensen s subject from the painter and spectator.

Modersohn Becker's seated half-length figure nearlj touches the

picture frame, creating an effect of immediacy, and involvement. She
applied paint frcclv to broad, simplified shapes within a flattened

space, blushed the garments sketch ilv. and used emphatic impasto

tor the faces Hei technique reinforces the personal impact of the

composition

Mother and infant aie iniimaiels united by strong, rhythmic lines and

recurring colors and shapes, the baby's shoulder, sleeve, and features

echo the molhei S I or Rial means link the two w ith their natural

setting of gently swav ing birches, which for the artist had early sym-

bolized voting women -"'
I lie network of cool silvery tree trunks

relates to the emphatic lines below, the light neutrals subtly harmoniz-

ing with the deeper shades Warm earth tones predominate: the

suit reds, ochers, burnt sienna, and umbers of local sand, earth, and

freshlv cut peal moss. Ihe human group is one with nature, the

mother is part of nature, an ideal which all the Worpswede artists

sought but few realized so fully.

The precise dating of our painting is problematic, although it can best

be related thematically and chronologically to two famous works in

Hanover and Hamburg generally considered to be of 1903. In the

Hanover painting, a gaunt peasant stares into space, preoccupied

w ith her own thoughts, nursing her infant without joy; it could have

been painted by Kathe Kollwitz as a protest against the many
unwanted children of the poor. By contrast, our young woman gazes

11

In the Paula 1 ..rsuhn Haus. Rosclius Collection, in Bremen. Frequently
repr in color Bremen. : 21; Sielzer. pi. 77.

Modersohn-Becker. IS? and 197. uuh references to Degas. Daumier. Millet

19.

Ibid . 242

Ibid., 57

21.

Ibid.. 24V

22.

Bremen. 1976. no. 91. fig. 42. also dated "03." and no. 92. also on wood. Number
possibly somewhat later: nos. 176. 177. ihe drawing no. 360. and Pauli no.

30 lead up to the great no. 178 (Pauli. no. 27). Since the latter is such a mature
accomplishment, it is generally dated, "around 1906." though a date of mid- or

late 1905 appears more likely to me. It is quintessential^ Worpswede in theme and
somber style (Paula Modersohn-Becker was in Paris throughout 1906 and began to

use a lighter paletteK it is clearly indebted to van Gogh's Berceuse, frequently

noted in the lirerature. hence it is interesting to know that two versions were shown

a( the 1905 Independanls which Paula Modersohn-Becker visited

21

Modersohn-Becker. 168 and 187.

24

Modersohn-Becker. 1898. 61. 70.

25.

Ibid . 1900. 135.

26.

Ibid.. 1900 and 1901. 128. 149.

27.

Ibid.. May 1900. 111.
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tenderly at the child at her breast It is r

most loving image of motherhood. possibly signifying

about her u»n future role (trom Cans she had w ritten in \l

of recurring reveries about "babes in swaddling clothes, nursing.

and so on '•"»
I he other ls*<H painting, in Hamburg, approxim .

our picture eompositionally and may even portray tin mg
woman, judging by her profile and clothing Somewha I in

execution and still indebted to Mackensen s example, it certain!)

precedes our version

Because the \4oiherand ( /;//</ shown here is dearly superior to these

two paintings in the German museums. ( (i ncluded that it

must have been finished later, perhaps after the I' Net

there are already several studies dated 1903 that show the same

amazingly spontaneous hrushwork and bold simplification of forms.

Predominant!} warm earth tones and a special interest in people

within nature, in women and children placed against trees ate now

considered characteristic of Modersohi ivoi-4 production

Indeed, in one such stud} dated "03" voting peasant leaning against

a birch tree strikingly resembles our young mother, even in such

particulars as tier red dress and hair st \

.

I atet m Cans, m IVOf. and 1907, an Italian mother with a young

child inspired Paula Modersohn-B n several out-

standing paintings of her favorite motif I he sci -an

artistic climax w ith the nursing mother in Bremen i Bee kit -Moder-

sohn Hausi who has ceased tO K.- an ordinal; individual and has

become the very embodiment of a primitive lilc-giv, I »ur

picture, however, remains a mastet rVorpswedc at mid-

Careei and a warm human document of universal app

ir
Oltl l

J

CJ I
**•*

( ill on canvas

>.::•. ii an.)

I he Detroit InatitUt

(,itt of Robert H rannahill • •

I his splendid portrait exemplifies Modersohn-Becker's highest

achievement of her Worpswcdc years which had begun with drawings

such as the one exhibited here (cat no I I4i \ rum the beginning, the

painting was recognized as a masterpiec reproduced in the

earliest catalogs of her work, acquired in IVIV for the distinguished

collection of modern art in the kunsthalle Hamburg, and illustrated in

Modersohn-Becker's letters and diaries, thus becoming one of her best-

known paintings I he Vt/is confiscated it in July 1937. during Oper-

ation / Kunsl ("Degenerate Art'i. when they removed modern

art from German public collections land sold the best for valuable-

foreign currency i Since Modersohn-Becker did not idealize her

peasant women and maternity figures, they were judged ugly,

unfeminme. subvert

>
All works arc illustrated in H lent little booklet. Paula Br

M,,Jt r<,i)tn Mutter unJ Kind. Stuttgart. ls»M. including Mackensen ifig 2). the

Hamburg ifig 6) and Hanovel res. our ><.-

related draw ing\ Jrawing of a mother hugging her child.

close to our painting in -cproduced in Stclzcr r

Illustration of the Hanover painting mo. 95. r m Bremen. 1976, with

extensive disc the mother and child theme and its religious implications.

Modersohn-Becker 1897 23

Ibid.. 1^4

31

See Bremen, 1976, no 103. color pi 18 co rp 29oftli •

Child in Bremen (no 21 1 1 is far too light. Good discussion of Worpswedc r

and nature themes, people in nature
•;

See the literature below and Oppler. note 38.
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The old peasant woman in seated in a dark interior thai opens up to

stylized green foliage lightened m radiant halo around her head. Hei

hands are crossed on her chest in an ancient gesture of meditation and

prayen" their \ -shape emphasizes the face itself. I he wrinkled,

weathered yellow skin, prominent nose, and heavy-lidded, melan-

chol> eyes help identify this woman as a favorite model, perhaps, like

old Dreebeen, from the poorhouse.*' While it is a recognizable like-

ness, the face and figure are generalized, depicted in forceful outlines

and broad paint application, we are again reminded o\ Modersohn-

Becker's aim to achieve grandeur through simplicity

I he sprig of wild flowers in the woman's |. ( p is an unexpected detail,

although flowers frequently appear in the artist's portraits I hev ful-

fill decorative or symbolical functions, as thev do m contemporaneous

JugendstU works and in older art. such as Philipp Otto Rungc's group

portrait of his parents and children i I SOm and hisallegonc.il Phu n n

.' familiar paintings in the Kunsthalle Hamburg Further-

more, wild or cultivated flowers were ever present in Modersohn-

Becker's studio and in her writings, where she delighted in then

sonal beaut) and recorded personal associations or traditional flowei

symbolism 1 he fragile blossoms in this portrait have been plucked

from the fields and will sixm fade and wither, in contrast to the robust

leaves outside I ike the hirch trees behind the mother and child (cat

no. 1 IM. the little flowers ami luxuriant foliage underscore the peasant

woman's part in the eternal rhythm of the seasons, her patient endur-

ance of growth and decline, her stoic acceptance of the passage ot

human life as well

I he devotional subject is unusual in Modersohn-Bcckcr s v\,uk anil

one suspects that she was thinking ot certain artistic prototypes H the

religious peasant pictures of Millet and of her teacher Mackcnsen ihis

award-winning canvas ofoutdoor worship, for instance); Wilhelm

I eiN's famous hi',, Women in Church (If r Charles Cottet'a

triptych of Breton fishermen which she had admired in Cans Perhaps

she had also seen some of Gauguin's Breton peasant folk at prayer or

works by his Pont-Aven circle, the heavy synthetic" outlines indicate

stylistic similarities She has avoided certain defects that frequently

occur when the sophisticated artist seeks to portray the primitive faith

of "the nohle peasant" images that appear patronizing, anecdotal,

romantic, and sentimental Modersohn-Bcckcr has captured the old

woman's dignified presence w ith respect and empathy It is primarily

the old peasant s personality that affects us. the artist, the outside

observer, remains discreetly in the background.

n we are reminded ot'uin Gogh Modersohn-Becker probably

completed our portrait in I9<>5. the same year as the final version of

Old Woman tr,>m tin Poorhouse in the Garden, after returning from

Paris where she had seen the van Gogh retrospective "' When Kainer

Maria Rilke v isited her at the end of that vear. he was finally impressed

bv her work, and described her as "painting things that are ver>

Worpswede-like. but which nohodv has vet been able to see and to

paint, and in this quite individual way, Strangel) approaching van

Gogh and his tendency."*1

IIS

Sfi'// Lite with Fruit unJ Flowers, ca. i^Oh-7

Oil on canvas

12 x 13* in. (30.5 a J4 9 cm.)

New > ork, Private c ollection

Modersohn-Becker painted still lives throughout hei career; this most

personal ofgenres suited hei temperament. In the privacy of hei studio

she could concentrate on problems of form and content, selecting

objects to evpress purely artistic concerns oi personal and symbolic
meanings a sensuous arrangement of tropical fruit or earthenw ate

pottcrv with peasant bread and vegetables, or family heirlooms and a

favorite necklace

I his still hfe w Inch at tiist appeals so simple is a rich plav of duali-

ties and opposites Against the two-part div ision of the background in

muted complementaries ofd.uk blue and yellow, Modersohn-Becker
has arranged two pieces ot fruit, two vegetables, and two huge Mowers,

as deliberately as figures in a chess game I he exotic orange and lemon
balance the two locally grown deep red tomatoes below, creating a

cross pattern with the ftowei vase Miny wilddaisy mediates between

the two showy . cultivated asteis. then sharp pinks and lavenders

presenting a daring com last to the orange ami dai k red col. us

.line's lessons ot COmposil ion and the balancing ot colors and

shapes are still evident, but the colors are now heavy and dense, no

longei modulated, space is flattened to appear almost two-dimen-

sional and contours are simplified. Modersohn-Becker hail been look

i rig at paintings bv the Gauguin circle, artists of the Pont- \ven school,

the Nahis. and perhaps even the I auves I he bi ighl Rowers express

the very essence of/lower, as if taken from a child's primer, suggesting

vet another artist who at this verv moment was being discovered by

the French and German avant-garde the Douaniei Rousseau.

Modersohn-Becker may have noticed his work at the Independanls

where he exhibited, as did the ai lists of the other groups mentioned.

In \9i)h she met Rousseau through Bernhard Hoetgei. a German
sculptor who emulated various exotic anil primitive styles. She por-

trayed Hoctgcr's wife with a certain artless frontal ity, surrounded by

a not of brilliant flowers that could have been plucked from this

still life or from a painting by Rousseau '"

Our still life is undated, but it may well have been painted during the

final vear i>t Modersohn-Becker's life when she rapidly took inspira-

tion from several modern sources. > et the picture does not look

derivative nor especially complicated. Rather, it is haunting in its

apparent simplicity — the quality toward which the artist worked

throughout her life a sophisticated work of art that appears naive.

Probably taken nor so much from lite as t'rom an. from Fra Angvlico's Annum iu-

lion. for ins

-

The Kunsthalle Hamburg owned another hnc portrait of this same woman. Meanly

resting her head on her hand, which also was confiscated in 1937 and reacquired in

Stetzer. rig 27); a smaller hud is in the von der Heydt Museum in Wuppcr-
tal I Pauli. nos. 70 and 98. w ith the comment that they depict the same woman as

oursl.

See Bremen. 1976. for interesting discussion and comparative materials in the

appendix, under 'peasant life" and "life in nature " For Modersohn-Becker s

religious compositions of 1907. possibly inspired by Bernard and Denis, see nos.

36.

For discussion of the problem of chronology, see entry for Mother and Child (cat.

no. 116) and note 22 tor Old Woman from the Poorhouse (cat. no. 115).

3

Rilke's letter of January 15. 1906. to Karl von der Hcydt. his new patron, who
would later become an important collector of Modersohn-Becker's paintings.

•

In the Becker-Modersohn Maus. Bremen, where there is also an important study

ol I ec Hoeiger in a very different primitive style, close to Picasao'i proto-

Cubism even 'pis J3-35, Bremen catalog, with discussions of these various con-

tains the Hoctgcrs. Rousseau. Nahis. etc.). For some examples of Other late

still lives that tan he related l" our version, see Bremen. 1976. pis. 26. 31, and the

1907 figure composition pi 30 'all in color): also pi so
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Gabriele Munter

German, 1877-1962

The style and career of Gabriele Munler are closely bound up with ihe

artistic innovations of the Blue Rider group in Munich and with the

general atmosphere ol vigorous creative activity thai made thai cits a

center for the avant-garde in the early years ol the twentieth centuty

Yet although Munter's work is certainly a recognizable manifesta-

tion of Blue Rider ideas the notion ol coloi as an independent

expressive element ralhei than a representational vehicle, tot instance

— nevertheless. Iter achievement of formal organization through

color relationships, as well as her subjective yet controlled sensibility,

brings her closer in some ways to the I tench I auves. 01 to the

Gauguin of Pont-Aven, than to the more abstract 01 expressive

extremes ol German Expressionism. 1

Miinter was bom m Berlin to a German fathei who had emigrated to

the United States, married the daughter ol a fellow dei man emigrant

there, ami then returned to German) at the time of the American
Civil War. In 1897. at the age of twenty, she went to Dusseldoil

where she Studied first with an elderly painting teacher, then at the

l adies' \n School; women were still not admitted to the official Mi

Academy at that time. In 1898 she and an older sister traveled to the

United States. On her return to Germany, in 1901. at the relative!)

advanced age of twenty-linn. Muntei set ofl fol Munich and began

studying art. although without deep conviction, at the School ol the

Association of Women Artists In Munich, as in Dusseldorl. the

leading art school — in this case, the Royal Academy was closed to

women. For a term she drew heads, chief!) Lindei Migclo Jank. who
was impressed by her work and quickly moved her up into the life

class. Bored with traditional academic leaching, she became one of

the first students to attend the avant-garde Phalanx School, which had

been organized by Wassily Kandinsky in 1902. I here she studied

first with the sculptor Wilhelm Husgen ( 1877-1952) and then « ith

Kandinsky himself, who was evidently a stimulating teacher. In

Munter's own words: ".
. . Kandinsky. quite unlike the other teachers,

explained all problems thoroughly and intense!) and accepted me .is

a human being with conscious aspirations and capable of setting

herself tasks and aims."-

I mm ihe end ot 1903 through 1908 Kandinsk) (who had separated

from his w ile) and Munler traveled together, spending the period

from 190610 1907 in Sevres and visiting ncarhv I'. iris frequently

Both artists exhibited in the Salon des Independants and the Salon

d'Automne bolh must have been impressed by the hold formal

innovations nl the Cost -I nipt ess ion isis and the I auves. especially the

pure openly brushed color of the latter ' Kandinsky and Munler

also visited the Riviera, North Vfrk ind Switzerland.

In 1908 they settled in Murnau. a picturesque village in Ihe foothills

of the Bavarian Mps where they lived with Mcxej Jaw lensky and his

companion, the painter Marianne von Wcrcfkin i IKMt-19- -

couple with whom they remained closelv allied Jawlensky especially

was imbued with ideas ot Oauguin's Synthetism the use of color

and decorative shapes as expressive equivalents for responses to

nature and had also been greatly impressed b\ Matisse whom he

had encountered m 1907

In 1909 Kandinsky and Muntei Jawlensky and von Wcrcfkin were

among the artists founding the New xttists Association of Munich,

a group that also included \ltred Kubin In 19 I 1 . alter disagreement

had arisen w ithm this group. Kandinsky . Munler. Kubin. and I ran/

Mate withdrew, and in December ol tfi.it yeai Kandinsky and Mare

organized the first Blue Kider exhibition, named after the "Blue

Ridei Mmanac. I publication containing folk and medieval art

well as avant-garde work In addition to Kandinsky. Marc, and

Munter. who showed six paintings. August Macke and the frenchman

Henri Rousseau participated in the first Blue Rider show, which was

marked more by I variety of anti-naturalist styles than by any

precise formal characteristics Munter showed fourteen works in the

second Blue Rider exhibition in 1912. a show that included a

si/able number of works by Paul Klee. whom Munter was to represent

in her Man m an Armchair i fig. 37, p 59) of the follow mg year. In

1913 she also took part in the momentous f-irst German Autumn
Salon in Berlin When World War I broke out. Munter and Kandinsky

left Munich for Switzerland and in 1915 we: • riolm. In 1917

Kandinsky. who had returned to Russia, married a young woman

s rerenzio, "Gabriele Munter m I"

Bulletin, the I nrversitj v>i Connect
i

I nJaied note h\ Gabriele Munter. Blue Rider

Munich, cited in H k Rothc,

I

. renzio. The William Bfiiinr
'
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there: his relation w ith Munter came to an end, as did the most

interesting part of her career as an artist, although she continued to

pami tot man) years afterward.

Munter. like other members of her circle. was deeply impressed bv

folk art and executed certain number of Hinterglasmalerei ("under-

the-glass paintings"), the earliest of which are copies of old Bavarian

peasant works m this demanding technique, and the later ones her

own inventions.4

In 1957, when she was eightv. Munter gave one hundred twent) early

Kandinsky paintings and about thirt\ of her own to the Stadtische

Galerie of Munich, an impressive gift that enriched art historical

knowledge of the evolution of the pre- 1 9 1 4 st\ les of both artiM

119.

Portrait ofa\ an, 1909

Oil on canvas

27** \ l^ m (70 2 \ 4S ) cm »

Milwaukee \rt C entet

Gift oi Mrs Harrv I v rule Hradlev

Throughout her career, Gabriele Munter. in addition to painting

many landscapes and some highly personal still lives, addressed her-

self to the subject of the human figure Sometimes she might represent

a group of friends out-of-doors, as m her Aim It nsk) tunl H ere/kin

i 1908-9, Munich. I enbachhaus), in which the couple reclines in a

colorful landscape setting, or her Boating i 1910. Milwaukee \rt ( en-

ter. ( ollection of Mrs Hatrv I v nde Bradley), in which kandinsks is

represented standing m a boat, rowed bv woman and accompanied
bv anothet woman and a child rhe latter composition recalls, if in

greatly simplified form and with a woman substituted for the male

rower, Mary Cassatt's 77 893 Washington, D.t

National Gallery i \t other times the HgUies are represented in an

intimate, indoor setting, as m her Kandinsk) ana ui tit the

' 1912. Munich. I enbachhaus), in which he is represented with

raised hand, ohv iously making a point in a discussion w ith the

woman artist, who listens attentively, with folded arms

More often, though, the artist turned to the individual human subject,

generally a friend, and often with a somewhat humorous effect: her

1909 (Munich, Lenbachhaus) is

almost a caricature in Us drastic simplifications. Although she claimed

that both her Man at tht Kandinsk) I
of 191 I (Munich. I enbach-

haus) and her Man in an Armchair (Paul Mint fig. 37, p 59) ol 191

1

were intended primarily as studies of form, color, and mood rather

than as individual likenesses, a strong sense of character and presence

emerges from each cam

Our painting, although more modest in scale, can perhaps best he

compared with the artist's magisterial Portrait <-/ Marianne von

H i rt fkin also of 1909. now in the I enbachhaus in Munich. 7 In the

latter, Munter portrayed hei fellow artist, who had painted an intense.

almost grotesque. Seff-Portraii the year before,8 in a magnificent,

multicolored flowered hat and a violet scarf, against a gold back-

ground; the work is Strangely reminiscent of. although less color-

istically violent than, Henri Matisse's Woman with the Hat (Mme,
Vfatisse) of 1905 (San I rancisco, Haas (ollection), which Munter
might have seen oi heard about dining hei stav m Paris. In our Por-

trait oj i/ Young Woman, the sitter looks down and sideways rather

than up and out; hei costume is more severely tailored, and the color

harmonies aie somewhat less extreme than those of Munter's Werefkin

portrait Nevertheless, both works are characterized by similar

degrees of abstraction and simplification of the human form into

salient coloi areas and bv the use of heavy black outline in place of

modeling. In both works, as in all of Munter's best liguie Studies,

a remarkable sense of authentic personality and poignant mood
at ises. almost unexpectedly . from the Rattened surface of the canvas

120.

Iln Green House, 19 1 l

Oil on canvas

u«. \ )9! .• in (88.3 \ 100.3 cm.)

Milwaukee \it ( entei

Collection of Mrs Harry Lynde Bradley

(See coloi plate, p.
l»s

I

Munter was devoted to the depiction of nature throughout her career:

some of her most ingratiating works are landscapes. Among her

earliest paintings of I9<u are several richly painted impressionistic

landscape views ["he scenery around Mm nan especially inspired her.

from the time she arrived there m 1908 - see. foi example, her View

ofthe Murium Marsh of that yeat (Munich, Lenbachhaus)* until

the 1930a, in works like hei i /<» ofthe Mountains of 1934 (Munich,

I enbachhaus) "'

( )u i painting is somewhat less lyrical and Plowing, moie i igul and

centralized than some of hei landscape canvases. I he original com-
position which plays off the strict frontality of the light turquoise

house, with its blue green windows and brown roof, against the vigor-

ous asymmetrical diagonals ol the landscape forms in the foreground

and the mountains behind is reminiscent of Post-Impressionist

landscapes, those of ( e/anne anil van (iogh above all; but the daring

color combinations are decidedly I auve or post-Fauve in their inten-

sity I he combination of greens, yellow ochers. and blue violets

recalls similar sharp-toned, Offbeat harmonies in other of the artist's

landscapes of the period: her Housei on a Wintry Road I 19 10- 1 I,

Milwaukee Art ( enter. ( ollection of Mrs. Harry l.ynde Bradley),

for example, or her Village Street in Winter (1911. Munich, Lenbach-

haus)." In our work the starkness of the forms and the intensity of the

colors are mitigated by the delicate silhouettes of the tree branches

framing the little house, softening its intransigent rectangularity.

See Gollek. 243-46, for reproductions ol Munter's work m (his medium.
5

For an account of Munter's bequest and us implications in relation lo

Kandinskv's earlv sivle. see L tuner, "kandinskv in Munich." Burlington

Magazine, it. June 1957, W-98.
6

For Munter's own account of the genesis of the latter work, in a leiter to Dr. H. K.

Rothel of 1950. see Munich. 1962. no. 6" and repr 18.

7.

For a color repr.. see Gollek

8.

The work is in the Lenbachhaus in Munich. See Gollek. repr. in color. 80.

9.

Gollek. color repr.. 69

10.

Ibid., color repr.. 76.

II.

Ibid., color repr.. 73.
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Vanessa Ik- II

British. 1879-1961

mating, brilliant and formidable," 1 \ inetU Bell was the older

sister ol novelist \ irginia Woolf; the daughtei ol Sir I eslie Stephen.

a prominenl man Ol letters, anil the great niece of the \ ictoiian pho-

tographei Julia Margaret ( ameron she studied art under Sir Arthur

( ope K \ from 1899 U) 1900, and then attended the I idem)

Schools, working undei Sargent from I vii i to iv<i4 Following the

death ol he t lather and a trip to ltal> in the spring ol I VI 14. \ an.

her brother! I hob) and Adrian, and her sister S irgini.i established

theniseKes.it 46 Gordon Square, in so doing, the) formed the

nucleus ol the so called Bloomsbur) droup. a loOSel) defined hir

UghiK knit circle of writers, artists, and intellectuals that made an

enormous impact on British cultural life in the \ears before and after

the I irst World Wat

Vanessa Stephen married < live Bell, art historian and aesthetician.

in IV<>7. her two sons. Julian and (Jucntin. were horn v«>n after, in

1908 and 1910 respectivel) tnother child, \ngelfca, was born in

IVI8 [lie artist traveled to lurke> in IVI I with her husband and

Roger l i\ . the most important apostle of European avant-garde art

in r ngland I r> had organized the influential, and scandalous. I irst

Post-lmpressionisl I inhibition al the (irafti>n Galler) m I ondon in

IV It I- 1 I. an exhibition that seems to have hail a considerable efl

Bell's style, as it did on those of other British artists In I VI 2 Bell her-

seli exhibited tout works in I ry's second Post-Impressionist sh<

along with a >oung friend. Duncan drant. with whom she w.is

associated lot more than tiltv years, and such modern masters as

Braque. ( e/anne. IXrain. Vlaminck, Goncharova, Herbin. 1 arionov,

I hole. Matisse, and Picasso Matisse, and perhaps ( e/anne and

Picasso as well, seems to have imputed her deeph . in fact, she made

an oil sketch of the Matisscs hanging in the Grafton Gallei

I he increasing!) daring abstraction of Bell's Style m the >ears around

ivi4. including the production of a few total I) abstract works, was no

doubt affected by her participation in the dec - ; mof
the Omega Workshops from 1913 to 1919. 1 or the woi • mded

shi i- thus described bj IXnw Sutton in the introduction to thi

x,u York.

2

I .niJon. 1^4. 6.
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h> her friend Roger frv. she designed screens, textiles, and a mosaic

BoOi ' In addition, she designed embroideries tor Man Hogarth, car-

pets tor Mian Walton, potterv tor I ole\ China, and bookplates and

illustrations, especially tor her sister's works, for the Hogarth Pi

flte work of Vanessa Bell's early maturity (ca. 1910-20) "identities

her as one of the boldest innovators in British art of this century,*' in

the opinion of Richard Morphet This authorit) continues: 'In these

dramatic earl> years, no British artist's work represented more purely

and outspokenly than hers and Duncan Grant's a full) Hedged Cost-

Impressionism, carried to the point of total abstraction"' I andscape.

figure studies, still lives, and portraits attracted her almost equally

Her style of this period. Fauvisl in inspiration, was marked by a dec-

orative inventiveness and free use of flat, often unmodulated, color

areas Bell's works from the late 1920s on tend to he more representa-

tional and less decorative vet equally, if not as overtly, controlled b>

underlv ing formal relationships In the artist's own words: "It is so

absorbing, this painter's world ofform and colour, that once you are

at its mere) you are in grave danger of forgetting all other aspects of

the material world "* \ aness.i Bell died on April 7, I9M. at Charles-

ton, her home in Sussex since 1916. which had provided inspiration

for many of her paintings, as well as serving as a meeting place for

those friends and family members who constituted the later flowering

of the long-lived Bliximsburv circle

121

v .1 I
s>

I )

Oil on hoard
2" \ 20 m (68 6x30.8 cm.)

London. Anthony d'Offav Galler)

The subject of this work, with its boldly simplified figures and angular

composition, may have been inspired by the artist's trip to Italv in

1912. but its Style certain!) reflects the impact of the two Post-

Impressionist exhibitions at the Grafton Gallery in I OOdOfl in I 9 It).

II and 1912-1 V llie sharp, uptilting perspective of the street to the

right wa.s anticipated in Bell's ! (London,

Anthon) (fOffa) > of 19 I 2. and the abstract treatment of the figures

in her Bedroom, Gordot I ondon, Anthony d*OTfa) i of the

same year, both of which alreadv reflected Matisse's Fair* ism > el

tfion is more audacious and more original

than either of these works Ihe austere vet hold color combination —
grays set off against oranges and ochers — mav well suggest Picasso's

palette of the early ( ubist period Indeed, the Spanish artist's Still

. Bowl)of 1908. then in I eo Stein's collection, now in

the Museum of Modern Art in Moscow, was no Ml m the Second

Posi-lmpressionist Exhibition; the impact of this work is perhaps

even more clearly evident in Bell's Still Lift on Corner oj \Umnl-

of 1914. now in the Tate Gallery

> et it is clearlv Matisse, and Pauvism generally, that are most relevant

to the general conception of the work: the expressive though imper-

sonal use of color, the deliberate "crudeness" of the brushwork: the

schematic treatment of the figures, and (he planar intensification of

the background ihe Second Post-Impressionist Exhibition was par-

ticul.u Iv rich in I auve WOI ks: in addition to more than thirt) paintings

bv Matisse, including Ins Conversation of 1909. then in the I schou-
kme Collection, il contained substantial contributions by Braque,

Detain, Vlaminck, I riesz, Marquet, and Van Dongen. Street Corner
Conversation also displays Bell's peculiar predilection foi archi-

tectonic design, what Richard Morphet has called "hei obsession

w ith verticals. " which "operates as one means of directing attention

to representational picture's equal reality as a two-dimensional

design, tied to a Rat, rectilineal suit. ice."'

122

Portrait ot lm Tree, 1915

Oil on canvas

60 x 48 in. 1
1^2 4 x 121.9cm.)

I ondon. Private Collection

I he subject, a voluminous figure in a black dress, is sealed on a

brilliant!) patterned sofa, w ith her hands folded on her lap. The
painting would seem to reflect Matisse's pot trait style ofca. 1906-10:

tor example, the Young Sailor, version of which appeared in the

Second Post-Impressionist Exhibition, or his Portrait oj Marguerite

ii ith it Hltn k C \ii of 19 10. also in the same show In both paint ings.

the large, simplified, flattened forms of rather darkl) clad sitters are

placed against the foil of a bright, insistent background.

his I ree i I S9~- |9f>8). the daughter of the famous actor Sir Beerbohm
I tee. was a poet: she Contributed to Edith Sitwell's Wheels anthology

and published Poems in 1919. the latter having as its frontispiece a

photograph of the Head oj l>i\ Trei b) the sculptor Jacob I pstein.

Bell's Portrait oj /"\ Tret is one of three versions painted simul-

taneous!) bv herself, Duncan Grant, and Rogei I r) at 46 Gordon
Square I ry's version is now in the collection of his daughter, Mrs.

Pamela Oiamand. (plant's Portrait oj Iris Tree, now in the Reading

Public Museum and kit Gallery, is extraordinarily similar in con-

ception 10 Bell's, although somewhat less bold in its decorative flat-

tening of the human form his version is also somewhat more three-

dimensional, partly because the figure is turned slightly to the right

and partly because the right arm is strongly foreshortened. H The

same three friends had painted I ytton Sirachey together in 1913.

\lthough not primaril) a portraitist, Bell painted many portraits

throughout her career, main]) of friends and relatives. Many of her

subjects were impoii.int figures in their own right, and, for the most

part, members of the Bloomsbury circle, conceived of in us largest

sense Her portraits reflect the change from her earliest, more

naturalistic style. 10 the bold flattening, simplification, and decor-

ative colorism of her more abstract period, to the lyrical, sometimes

monumental, and often psychologically penetrating intimacy of her

later works. Among those who sat to her were: Saxon Sydney-Turner;

her sister. Virginia Woolf. most notably on a deck chair in 1912;

Lytton Strachey; Helen Dudley: David CJarnett; Duncan Grant;

Londo-

4.

London, is.

5.

London. 191

6.

Cited b> Morphet. London. 1973. 11.

7.

London. 1973. 7-8.

8.

See London. Wildenstein &. Co.. Ltd.. Duncan Grant and His World. 1964. no. 28.

repr. 6.
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Aldous Huxley; Roger Fry, depicted playing chess with Bell's son.

Julian, ca. 1933; her brother-in-law, Leonard Wool); and I.. M.
I orster. Among her most moving portraits are two of herself: one.

with spectacles, looking out uncompromisingly at the spectator of

1926 (New York, Collection C arolyn Hcilbrun); the Other, magis-

terial, now in the possession of Lord ( lark, in which the artist, an

old woman, has depicted herself in sun hat, shawl, and eyeglasses.

of 1958.
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Natjliia Scigtcv— GoaduMPOva

Russian, 1881-1962

Born in the Tula region of central Russia, Goncharova left in 1892 to

study at the fourth Gymnasium in Moscow; in IS 1*" she finished her

secondary schooling and took courses in historv. botany, and EOOlog)

for several months \t this time she also began to stud> painting and

«as admitted m 1898 to the Moscow School o\ Painting, Sculpture

and Architecture, where she studied sculpture with a disciple of

Rodin, Pavel lYubetskoi. In about I'M) she met Mikhail 1 arionov,

student of painting with whom she began to paint In 1903 Goncharova
completed her courses at the Moscow School, winning a gold medal

for sculpture; then began the real flowering of her talent for painting.

In 1903-6 her art reflected, as did I arionov s. Impressionism and

Neo-lmpressionism In |9ntv she sent lour pastels to the exhibition of

Russian painters organized hv Sergl D .ighilcv at the Salon

dTAutomnc in Paris Although C loncharov a did not accompan)

I arionov to Paris that >ear. as is sometimes thought, her work after

I90h does reflect the influence of Oauguin. ( e/anne. and Matisse

(especiall) after Matisse s visit to Russia in the autumn o\ 191 I i She

participated in numerous other exhibitions, including l"he \% reath

i Moscow. I9(i--i8). I mk i Kiev. 1908); Golden Fleece (Moscow, 1908.

1904. 1909-10); l nion of Youth iSt Petersburg. 1 9 10. 1911. 1911-12,

19 1
2- I'm. Jack of Diamonds i Moscow. 1 9 |0- 1 I), the first Izdcbskv

Salon (showing onlj in St. Petersburg. 1910); the second l/debsk>

Salon (Odessa, 1910-11); Donkey's rail (Moscow, 1912); rhe Blue

Rider i Munich. 1912); Roger I r> s Second Post -Impressionist fxhi-

bition il ondon. 1912); the Herbstsalon at the Der Sturm galleries

(Berlin, 1912, 1913); Target (Moscow. 1913) IS w, 1914);

Galerie Paul Guillaume (Paris, 1914); and 1 he 'tear 19 IS (Moscow,
1^15). Goncharova also held large solo exhibitions in 1 9 HI and 1913

i Moscow i and 1914 (Petrograd) which caused public scandals; in

1910 her works, especiall) the religious ones, were called porno-

graphic, a charge that caused Mikhail I arionov to defend her in what

is possiblv his first published statement isigned Ml. in Zolotoe

rurw.no. 11/12. 1909, which actual I) appeared m 1910). Goncharova
published her ow n statement at her second solo exhibition in Mos-

cow . 1913 — the most complete show ing of her art ever held (761

woi ks) In 1912-13 she published graphics in I Uturisl booklets that

expanded the concept of the illustrated hook (the 1912 edition of

Kruchenykh's Igra vadu [Game m //«•//
1
and Pustynniky [Hermits],

|9i2.s Bobrov's Vinogradari nad lozomi [Gardeners over the

t ines] and k Bolshakov's /< futur, both 1913). In 1915 she and I ari-

onov left Russia to work with Diaghilev on deCOl and costumes for

his Ballets Russes, traveling with the company to Spain and Italy in

1916 and 1917, before settling permanently in Paris. Among the

ballets Goncharova designed for Diaghilev aie "I e COq d'or." 1914;

"I iturgic." unrealized. I9|s "1 spafta and I nana." unrealized, 1916;

"I ea Doces d'aurore," 1922. "I es noces" and "I a nuil sur le Mont

( hauve." 1923; "I 'oiseau de feu," 1926; "Legende," 1929. She

continued to design for the theater, to paint, ami to exhibit to the end

of her lite After a period of neglect, hei reputation is now growing

throughout the world, and her work has been almost totally

rehabilitated in the Soviet I nion.
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Fishing, 1909

( )il on canvas

44 x 39' . in. (I 12 x 100 cm I

New ^ork. I eonard Mutton Galleries

One of the three leaders of the Russian Neoprimitiv ist movement, 1

Goncharova, with Mikhail I arionov ami David Burliuk, responded

to the vitality of native arts and crafts ami of the lubok print, a naive

form of graphic art similar to the images tfEpinal in fiance. I he

three artists also acknowledged the importance of contemporary

I rench art — the work of Gauguin. Matisse, and Henri Rousseau —
to the Russian movement -' Fishing is a mature example of the blend-

ing of these two trends. Western and native, in Goncharova's work of

the period. The theme from Russian peasant life is combined with the

flat colors and thick outlines that characterize both Fauve paintings

and lubok prints. That Goncharova was especially attracted to the

decorative and monumental aspects of naive art'' is evident in the

strong composition and the glowing, vital colors of Fishing.

I.

For an evaluation of (he Neopriltlitivisl movement in Russian art. see John H.

Bowli. "Neo-primmvism and Russian Painting," Burlington Magazine, CXI I,

|u74 . 133-40.

2.

E. Eganbiun (23) discusses Goncharova's primitivist peasant scenes and states:

"I would say they correspond to (he work of Henri Rousseau, which

introduced fable into the painterly formula
'

3.

Goncharova. in a preface written with Larionov for the exhibition of native and

Oriental art they organized in Moscow. 1913. The preface is commented on in

Khardzhiev. 307.
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Due to the existence <>t a similarly named Goncharova painting it is

somewhat difficult to pinpoint early exhibitions of this w
/ ishing, and therefore difficult to date the- work w ith complete
tainty rhe 1961 British \rta Council exhibition noted that the title of
our version of / ishing is inscribed on the back of the canvas all

w ith the artist*! signature Since this title is distinguishable in the

original Russian from the title of the other version < K- knaia /

and its variant Lovlia t Fishing, as distinct from R
\ ishermen"), both titles are cited in the list of exhibitions Due to this

ambiguity. r ganhiun's date of 1909 for a painting entitled /

does not necessarily tetcr to this painting ( nay s date of 19101

Fishing though undocumented, is equally probable '

124

Portrait •< Larionm 191 \

Oil on canvas

4116 x3l"/i in. I 105 v ~x an >

New Nork. I ins Mestrc I me \rts

(See coloi plate, p

In late 1912 Mikhail I ationov developed Kay imii an Optical tl

built on the theories of < uhism. I ututism. and Orphism wl

was to rendei ill colored line and texture the raj I of light that the

artisl sensed between Inmsell and the subject ol his paintinf I

rays both emanated from the subject and were reflected h\ it. often

producing complex intersections oi these colored lines on the sui

Ol the sain, is '
I he ul innate aim of depicting these light ra> s was to

capture the vanous physical and p> ,i properties oi a subject

In he I I', "Inn I ( rOnchaiOV a u--es the Ka> 1st sty le to

portray him as the creator of a new dynamic mode of painting Here
as in all ol hei Kavist paintings, she retains . able

subject Hei Portrait < I I rporates features from
naive Russian woodcut prints and from cartoons; tot example, she

has depicted tlie bum ot I arionov -, bowler hat twice, a device familiar

in cartoons even tod tnbol of motion ( ubism. as it was then

understood (ix., as .n\ attempt to represent an object on the painting

surface bs lendeiuig n irom different viewpoints), informed Goncha-
rova's approach, but it is ( ubism adapted t<> her particular. deliber-

ate!) naive bias l at iono\ 's face is flayed and spread across the canvas

like a primitive mask, his tight eye merely suggested by a few crisp

strokes and by the unmistakable arch ot his brow, his must

summarily tendered b> seven quick slabs ot paint [he ruddy si:

of nose and brow suggest a profile that is belied by the flesh-colored

band that sleeps through it and across the .

The most evanescent and puzzling areas of the canvas hug the corners:

the brilliant red. yellow, and oraiuj Gainst deep cobalt

and black in the upper part ot the canvas: these corners are (

charova's pictorial signature a- a Ka> ist painter ' he light rays aTl-

evident in more modest form in the ink -id tangential lines

i'l the facial features and hat I he black and white shape in the lower

left is open to numerous interpretations; whether newspaper or

s\ mbolic w nig. what the form is does not matter so much as much as

the tact that it is highly streamlined and dynamic.

4

c.r.i\ s implication ih.,- - hung in the first Jack of Diamonds
(Moscow, IX-ccmher ls>l(i-Januar> ls>i 1 1 must yield to the painting's documented
showing in the concurrent second l/dehsk\ S.,lon in Odesj
-

The term usual l> encounters
from the French: the t-nglish translation oi ih

rendered t

M Lariono\ Luchistaia zhivopis Raj si painting] i

Vfis/li - slated b> John t- Bow It in f

Avani-Cante: Theory •"''/ (run ism I9(

>"



Vlexundru 1 \tcr

Russian, 1882-1949

Alexandra Exter (nee Grigoro> ich) "as a pioneei m modem abstrac-

tion whose reputation rests primarily upon her brilliant innovations

in ihe field of scenic and costume design for the Russian theatet Hei

original it) in this medium not onlv shaped anil synthesized plastic

and dramatic arts, hul also defined the major P-irI of theatrical design

m the I SSR during the 1920s During the crucial yean 1908-14. when

a revolutionary new perspective was developing in the plastic arts.

Exter played an important role as liaison between the Parisian and

Russian avant-garde movements Her contribution to twentieth-

cent ur> vision was greater than her reputation might indicate, and it

is only in recent years that an assessment ot her work as a whole has

been attempted. 1

Born in Bielostock, Exter grew up in the conservative citv of Kiev in a

milieu that encouraged intellectual onginalitv and artistic creativity

In 190b. when she had completed her training at the Kiev Acadcim ot

Fine \rts. she began a lifelong commitment to the newest and most

advanced art currents She associated with artists, poets, and com-

posers m advanced circles in Moscow and St Petersburg, exhibiting

m Moscow m I9tr with 1 arionov, Goncharova, and the Hurliuk

brothers in a show called Ihe Wreath, which was to serve as a model

tor group exhibitions of the Russian avant-garde for the next decade

In 1908 she and David Hurliuk organized the street exhibition /veno

in Kiev, which included the work o( I he Wreath artists as well as other

little-know n painters, including I entulov . Deniso> . and \ onv ism Her

work at this time was devoted to delicate, tonal landscapes. I rench in

feeling and related to the Symbolist currents present in the work ot

advanced Moscow painters. It was also in I90h that she married her

cousin. Nikolai Hugenovich hxter. a wealthy lawyer, and made her

first trip to Paris. There she worked tor a short time at the Academic

de la Grande Chaumiere. receiving instruction from the portraitist

Carlo Delvall. but her temperament very quicklv led her to abandon

academic pursuits tor more challenging directions.

She came to know Picasso. Max Jacob, and Apollinaire in the Soirees

Je Paris, a salon foi the avant-garde of Munich, Rome. Moscow, and

Barcelona thai was financed bv the collectors Serge Jastreblofl il erat),

whom I xter had known in Kiev, and the Baroness d'Oetlingci She also

developed a close friendship with Vrdengo Soffici, who was later

active in Italian I uturist circles, and with I einaiul I egei. in whose

Vcademie d'Art Moderne she taught ( onstructivist theatrical decoi

from the time she settled permanently in I ranee in 1924 until the

early '30s Between 1908 and ihe beginning o! World War i. I xtei

traveled regularly between Kiev. Moscow. St Petersburg, and Paris,

bunging photos and publications ot Russian I nun ism lo the West;

she also traveled to Italy in 1912 She participated regularly in Rus

sian group exhibitions such as the I nion of ^ outh ( 1908- 14) and

liamwav v (1915) in Si Petersburg and the Moscow Jack of Dia-

monds, as well as m the Salon des Independants and the Salon de la

Section d < >i (1912) in Pai is. .\n>.i in the I ree I uturisl exhibition in

Milan (1914) In Moscow she was considered the emissary of Parisian

( ub ism. conn i buting illustrations to Russian ( ubo-l uturisl mam
test os until I ^ 16 and introducing mem be is ot the Russian avant-

garde such as I uibov Popov a and Nade/lula I daltSOVa into the

\ rench ( ubist circles ol I e I auconniei and Metzinger. It was also

through Exter's efforts thai Goncharova and I arionov. came to know

Kpollinaire and the Parisian < ubists.

In 1910 and 191 I Extei worked in the monochromatic palette and

formal vocabulary ol Vnalytical ( ubism. Influenced by the I utuiisis

and I eger and the robust sensibility ol her Russian heritage, she then

turned to boldlv colored cityscapes, composed m broad geometrical

planes and wedges Between 1 9 I 2 and 1916 she worked in a variety

of styles and media, making collages, easel paintings, and spatial

constructions- Whether producing theatrical designs or illustrations

for literary workssuch as I. V Kkscnov's Picasso and His Circle (1917)

and I uturisl poetry and theory .'• the problem of controlling dynamic.

disjunctive, non-narrative tonus in a formal equilibrium was basic to

her stylistic experiments. Her work grew increasingly abstract and,

under the influence of Malev ich and I at I in. she took the final step to

Sec !\.nv 14-;

2

Hilton, 34-39, <*>-«

;

for the illustration tor the cover ol the Aksenov book see Paris, 1472. 12

f-uiunsi poetrv and theory illustrated by Exter In 1914 was Benedict Livsic's Wolves' Sh/

and \l<ilt,kn Kob) In .

4.

New York. 1975.
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125

non-objective painting at the close ol i I

I iter's return i<> Kusmu at the beginning of World War i marks the

Mart <>l hei association w nh the anti-Realist theater and particu

with the directoi \lexandei rairov. with whom she u

in several radical theatrical productions. In Ins Kam
which opened in Moscow in Decembei I

1>I4 »nh curtains designed
I ner, rairov strove for non-literary, extemporaneous theater and

the creation ol .1 dramatic arena in which a dynamic interaction

between audience and stage would occui For his 1916 production i>t

Inokenti Annenski's I mniui k 1 itei created 1 theatrical ambi-

ence hi which minimally COStumed actors painted to underline their

Manual musculature were set into scenic construction ol suspended

three dimensional geometrical forms animated h> electrical motors
and saturated w ith continuously mot me: colored lights 1 he impres-

sion ni dynamic hv mg reliefs achieved rn this integration ol setting

and aCtOri was hailed r ,rde thlio as a tine revolution

I vtet worked with I airo% in the fall ol 1917 on a production ol

Wilde*s Salami and again in May 1921 01 / nd Juliet I 01

each pi oil net ion she sought a distinct unity ol form, color, n* 1

men) and sound in a non-representational s

I mill 1917 until IV24 I \ter taught IKMl-objeCtive painting in (kless.1

designed lor the MOSCOW Meliei ol I ashions and for the Moscow
( hildren s Iheatte. and began work on the symbolic science fiction

film Xelita (see cal no 127). for which she employed a variety ol

metallic and synthetic materials related to the kinetic sculptui

N.ium Gabo Hei easel painting became increasingly experimental.

and construct ion her pnm.irv artistic activity

I Xtei continued to work as a < onstruct i\ ist artist in I'aris from 1^24

unul hei death in l^4v .it \ ontenay .\u< t worked m experi-

mental film with the Russian poet I wcinov in the late twenties.

made marionettes intended as dramai tor an unrealized

film h\ Petei ( i.id in 1929, continued to cvhihn and to teach, and pub-

lished a honk ol stage designs m 1930 ' She knew the major avant-

gardc tigutes in all the arts, worked closely with nun), and continued,

until the end of hei I lie. to or ig mate and create in a plastic \ oea hu I a r>

ec)Ualh rich in hold two- and three-dimensional tornis

I2>

-
. 1913

( oilage .w\<.\ oil on canvas

20 i x 24 in. (51.1 x 61 cm.)

I abeled and signed by the artist on the hack ol canvas

New ^ork. I eonaril Mutton Galleries

. one Ol I Kiel S sever., . * I V I J- 1 V
assimilates Parisian ( uhist currents with a N>ld colonsm distinctly

Russian in charactei Broad forms consisting of wedges and planes of

tl.it . opaque color ate combined » ith newspaper fragments and

stenciled letters to shape the still hie Mong with Snll Life with

' y

^
126

28s>



Bottle and Glass, I913,5 and Wine, 1914,' the composition differs

from Western cHhi^t work in its jewellike color, lack of transparency,

and greater breadth of planes. Exter has organized her tonus in a

tightly structured composition thai generally adheres to the vertical-

horizontal axes of the canvas; the diagonal forms to the right of the

composition, controlled and contained h> the shape of the canvas,

suggest her Futurist affinities of the same period. I he subject matter

of Grapt . conforms to Cubist paintings by Braqueand
Picasso of 1912-13; the composition is strongly allied to Braque's

collage of September 1 9 1 2. Still I iU h ith Fruit Dish and <

i

\ series of cityscapes, more dynamic in movement hut equally

controlled compositionally, exist from this same period One such

work. /."' ': » ilh I lags 19 1
;

.

s
recalls in subject and arrangement of

forms the explosiveness of \ uturisl compositions and Robert

Delaunay's experiments in simultaneous colors m his window and

cn> paintings of 1909-12 Surface-depth tensions, weight and rhythms

of color, tight construction, and the formal control of moving
energies which, after |9|s. were detached from representation, are

already suggested m Exter's work of 1913 •

• u affirms Exter's cosmopolitanism and dedication to

avant-garde ideas, hut it does not yel establish the free and infinite

space nor the dynamic architectonic constructivism that were to

mark both her painting and theater design from 1915 onwards.

126

./ Hilt rlti.

project lor iht Ifos • l
g 2 I

Pencil on paper

1 \ I4 !

; m (45 v »7 cm.

I

New > ork. I uis Mestre I ine Kits

127.

• ha "Aelita 1^24

Gouache on paper

19 \ 12 m. (48 \ 30cm.)
New n, ork. I uis Mestre Fine '

hxter's designs were instrumental in transforming Russian theater

Jecor and costumes in the |s»2iis Rejecting the archeological and
ethnographic exactitude achieved b> "World of \rt designers like

Golovin and Bakst. hxter instead focused attention on the material

construction of space in (he theater. In this design lor the costume of

the chief of atomic power m Protozanov's Martian fantasy, Aelita,

Exter has expressed twentieth-century concepts m contemporary
materials celluloid and metal sheeting Still photos of the finished

film indicate that the costumes were entirely successful in conveying
the impression of robots and machine men. In our second costume
design, the amusing contrast of massive forms with extremely thin

ones conveys a sense of the comic, almost of the grotesque, like that

found in another sketch 1 " for an unrealized production of ( er\ antes'

Entremeses, on which Exter was working in 1921.

127

Repr. in New Xork. I

6

Ibid., no. IS -

Repr. in Edward F-r> . Cubism, New. X ork. no. 38, 112.

s

Repr. in Compton. 101.

9.

See nos. 19. 20. 21„22. LfU.t, trusts. Colored Rhythm.
and Cult,red Rhythm in New York
10.

N - in the New York Public Library catalog for Ariisi oj the Theatre:

,'ijra Exter. repr. I"
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Sonia Delaunay

French, b. 1885

Throughout a long and productive career, Sonia Delaunay has con-

tributed not only to the arl of painting, bul has made significant

innovations In the decorative arts as well. In both areas, i<> borrow

the words of Arthur A ( ohen, "The liberation of coloi is the theme
of her creativity." 1

Born into a Jewish family in the Ukraine, Sonia was adopted in ixvo

by her maternal uncle. Hems I ei k. and lived in his cultivated

household in St. Petersburg. Her artistic education began at the age "i

eighteen, when, in 1903, she traveled to Karlsruhe to studs tin two

winters under the academic draftsman I udwig Schmidt Reutte

(1863-1909). She arrived in I'.ms m 1905, with foui othei young

Russian women, and studied there at the Vcademie de la Palette,

where she met a group of youthful innovators, including \mcdcc

Ozenfant and \ndre Dunoyer de Segonzac Ms 1907, influenced by

folk art, Gauguin, van Gogh, and the I auves perhaps Matisse

above all she was creating strong, original pamtmgs in the I auve

manner, works like her Philomene (Paris, ( ollection the artist), in

which the flattened, red-blouscd figure is sharply outlined against a

decorative, brilliantly flowered wallpapei she met Picasso, Braque,

Detain, and Vlaminck in 1908, and encountered the work ol the

Douanier Rousseau the same sear She contracted a marriage ol

convenience in 1909 with the art critic Wilhelm i hde, who had

organized her first one-woman exhibition at his gallery on the rue

Notre-Dame-des-Champs the pre\ ious yeai she u.is not to exhibit

her paintings again until 1953.' She had met the painter Robert

Delaunay in 1907 and, after divorcing l hde. married him late m l9io

Their mutually supportive relationship was paralleled, in the held ol

the arts, perhaps only bs that of Jean \rp .u\<.\ Sophie I aeubei- \ip.

who were later to become their close friends, W ith (he birth of the

Delaunay's son, Charles, in 19 II came another stimulus to Soma's

artistic inventiveness: she designed a bain blanket out of bits o\

colored fabric, like those oi Russian peasants, which seemed to her to

evoke Cubist conceptions "and we tried then to appls the same
process to other objects and paintings."3

Ms 1912 the poet Guillaume tpollinaire had baptised Robeit

Delaunay s coloristic. light-filled < ubism 'Orphism" and Sonia

Delaunay had painted hei first "simultaneous" works (cat no '

I oi the Dclaunays and then friends, Simultanism at once an art

stsle. a theory and a was ol life w.,n the ui\ essence ol the

modern, involving a harmonic units ol abstract, oi nearly absti

forms, coloi and motion Sonia Delaunay applied their discoveries

not only 10 painting, but to pastels. collages, and book binding-

well In 1913, a key yeai in her. and Robert's, career, she collaborated

with the poet Blaise < endrarstb 1887) on the creation of the first

Simultaneous book, / /'•
. , i Hanne

,/, / '<//( i i I In I ;/( J< lun i

France) [CM no I2s"i In addition, she created Simultaneous dr<

and othei articles ol clothing that she and her husband wore to the

popul.u Mai Bullier, a nightspot frequented b> artists .ind poets ihat

in turn inspired hei to create an cnormr

inches colorful, friezelike semi-abstract painting (Paris, Musec
National if \it \lodcinci ' as well as numcious smaller studies ol

(his (heme In the same seal she exhibited at the Merlin Autumn
Salon, where hei cubist Kmk bindings m.is base influenced Paul

Klee to move in the direction ol greatei abstraction < me cm ic,

Miclul Hoog, h.is recently suggested that bs creating brilliantly

colorful works hke (he Bal Bulliei m ivi V Sonia Delaunay led her

husband back to the creative possibilities ol color thai were to mark

his subsequent and highls influential art and theoretical

ss i itmg •

\t the |9|4 Salon iles Indcpcndants. Soma Delaunay exhibited her

othei major woi k ol the period, /./< i
.'", Prism* ihg 45, p 65 1, pre-

SUmably inspired bs the halool moving colors radiating from electric

light globes, an effect thai had earlier inspired Blaise ( endrars to

create his "Nineteen Electric Poems \i the outbreak of the \ irst

World War, the Delaunays left I ranee and did not return until lsO>

I hes s isited Spain but settled dow n in Portugal for most of (heir

exile Moth countries inspired Sonia Delaunay to create a series o\

i.

Cohen, l*

Foi discussion »r the reasons wh> >Jic did not e\hif- tnd

Nerasi

)

Cited in Cohen, -

4.

Rcpr in Damase, 74
"
;

5

Cohen. 167.

6.

"In 1910. si hen Robert was getting a hit lost in a monochrome cubism in which

he did not feel al ease, it was the presence ol his wife, in our opinion, which led

him back to color. Pie language, so innovative in every wa>. of the 6

i 1913) of Sonia, seems indeed a direct preparation for that which Robert u

develop in the Merry-Go-Round » nh Pigi. Bleriol, or The Cm M
Hoog. introduction to Robert Dekmna) ! S85-1941 1. Orangerie des Tuile:

Paris. 1^76. 17 tm\ translation!
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paintings on Ibenan themes, subjects like Hamenoo singers (cat. no

130), ihe market ai Mmho. and Portuguese -*t 1 1
1
lives In addition,

she executed four projects for a semi-abstract religious work, nevet

earned out: an I

'

foi the lesuil c onveni of

Valencado Mmho. in l^lo

M'ter ihe Russian Revolution wiped out her income in 1917, Soma

Delaunav increasingly concentrated on commercial projects, includ-

ing costume and fabric design and interior decoration. In |9|8 she

designed the costumes for Serge Diaghilevs revival of the ballet

"C leopatre": m 19|9. she executed the interiors for the Petit Casino in

Madrid. I pon their return to Paris m 1920. the Ddaunays became

friendlv with members of the Surrealist croup, including \ndre

Breton. I ouis \ragon. Philippe Soupault, Rene C revel, and the

Dadaist Tristan I ,-ara soma executed the costumes for rzara's

scandalous theater performance, J in l
g 2 ;

From the mid-twenties on. Soma Delaunay became more and more

involved with fashion and textile design, establishing an atelier tor

the creation of Simultaneous fabrics and woven-tapestry coats m
1924. the vear she created the costumes for Joseph Ddteils poem.

"Ihe C oming I ashion," which was presented with her costumes at

the Hotel C laridge in Paris Ihe nevt vear. at the famous Exposition

des \rts Dccoratifs tru \ D - Show she and the couturier

Jacques Heim presented their joint creations in a boutique, her

Simultaneous fabrics were suhsequentl> exhibited at the Salon

d'Automne. Sonia IX-launav voiced her strong feelings about the

interaction of art. contemporarv fashion design, and demoeracv in

a lecture she delivered at the Sorbonne in 142" \ few vcars later, in

I s* > 2. she published some of her ideas on the subject in an article fot

Jacques Heims /

,

and tin

Future . >r Fashion), in which she predicted the success of imaginative

mass-produced, ready-to-wear clothing and the resultant dcflHX

ti/ation of aesthetic vallH

In 1936-37 the Delaunays were commissioned to execute large mural

paintings for the Palais de I Mr and the Pav illon des ( hemins d.

with the cooperation of fifty unemployed artists, at the Paris I \ po-

sition o\ 1937, an undertaking for which she received a gold medal

from the government Shortly before this time, she had begun once

more to concentrate on painting M'ter the death of her husband in

1941. Soma Delaunay continued to develop as a painter as well as to

devote considerable attention to the consolidation of the oeuvrc and

theoretical contributions of her husband She held her first majoi

solo exhibition since 1908 at the Galerie Ring in Paris in 19V? and

has continued to show her works with great frequency ever since in

museums and art galleries throughout the world In I9f>4 she donated

1 I" works bv herself and Robert Delaunav to the Musee National

d'Art Moderne in Paris. Her most recent achievements have included

large-scale tapestries woven at Mihusson. btx>k illustrations,

gouaches, and draw mgs. as well as oil paintings

Ihe protean, vet Stylistically consistent career of Soma Delaunav

deserves, and certainly has received, consideration as a majoi con-

tribution to twentieth-century modernism. Although a tew critics

have tended to belittle her achievement because ofhei involvement

and commercial success in the decorative arts, such a narrow con-

struction o( hei status is highlv questionable. As Arthtu C ohen has

put it "Delaunays decision to apply the principles of abstract an to

the redecoration of modern life, at the same time as it withdrew her

from any tutelary relation to her husband, expanded the hon/on and

possibilities of modem art."*

I2S

Simultaneous Contrasts, 1912

Oil on canvas

21'. x r 1 '-,,; in. I 55 x45.5 cm.)

Pat is. Musee National d' \rt Moderne

Mthough relatively small in scale, Simultaneous Contrasts is a fine

example of the effort to achieve a dv namic equilibrium o\' light and

color w ith circular iM disclike abstract or nearly abstract forms

that occupied both Delaunays from 1911 to 1914. rhe title of the

work derives ultimately from Michel ( hevreuls Concerning the Laws

oj thi Simultaneous Contrast oj Colors of 18^9. a scientific treatise

on the interaction ol colors that had most recently exerted con

sideiable influence on the Neo-Impressionists, as well as on the

Delaunav s and then circle Mthough the conception ol the painting is

related to thai of Robert Delaunays The First Dist (1912, Meriden,

( onnecticut. I remaine ( ol lection I and his series of On ulai Forms of

|9|2- I \,* Soma Delaunav s appioach to the abstract toimulalion of

color-movement on the plane surface ol the canvas is more lyrical and

less systematic than Robert's

Ihe investigations of coloristic abstraction undertaken in Simultane-

ous Contrasts, painted early in 1912. come to a climax in majoi works

such as the H<il Bulliei ot 191? (Paris, Musee National d'Arl Moderne)

and its related studies In the monumental liul Bullier, the abstract

movement of pure pigment, characteristic of the earlier canvas, is

penetrated bv the swaying rhythms of boldly simplified human forms.

Ol rather, ol colored shapes and planes that suggest the movement and

excitement ot the patrons of the populai Montpai nasse dancehall. In

rn Prisms, on the other hand, the culminating win k of 1914

ihg 4^. p hM. the square format tends to emphasize the abstract cir-

culantv ot the broken-colored haloes of light, w ith their glittering

transparencies and dv namic intersections I he sense of constructive

artifice in this work is underscored bv the insertion ol a reduced

replica ol a poster advertising Delaunay \ and C endrais Prose tin

Transsiberien (cat. no. 129). a use of the printed word in painting as

a w my reminder of the conventional nature of both pictorial and

verbal signs that is reminiscent of the slightly earlier ( ubist works hy

Picasso and Braque.

Cited in J. Damusc. ed., &
rylhmes-coult id M>

8.

Coht
s».

See Pans. Orangerie des Tuilenes. Robert Deluunay . 1885-1941, ls)76. 69-74. tor

discussion and reproduction of these important paintings
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129

Det •'fan, >n i," La pn i \u 77

,l, I rant i fTht Pi I
iht Tram

Francej b) Waist Cendran I9M
Gouache .mi) ink on printed lexl

8114 x 13ft in (204 5x33.2 cm I

New "i Museum ol Modem An

rhe poem of Blaise Cendran with Simultam S

Delaunay ("Delaunay I eik m the title) is indeed "one <>i the ea

miracles ut the modern movement m poetry, painting and det

ii> quote from Vrthui < ohen'i perceptive analysis i>t this work '" Inno-

vative artists and writers had already been testing the conventional

ban iers separating the meanings ol works from theii physical exist-

ence as forms on surface M»>ih Stephanc Mallarmc m hi-
|

i/i J, i jamais n abolira U II Dice n ;//

i\h C ham i i nl 1897 anil l he I uUinsts had gone tat in radical

typographical innovation, .is. m a more overtly pictorial way, hail

and would the Delauna) i friend, the poet and art-theorisl

Guillaume tpollinaire, m his verbally and visually experimental

(<///( I i'.i

La prose du Transsil itituted a unique undertaking

( endrars, dose friend and admirei ol Vpollinaire's, had met Soma
Delauna) at the beginning oi 1913; shortly afterwards, followinj

reading ol < endrai • m the Delauna) home, she

hound a cop\ ol the tevt in the poet S presence with an abstract Collage

binding intended as visual equivalent ol the poem." It was probably

as ,i result ot this action that the two decided on a more complex

and innovative mode ot collaboration, which > lelded the first

Simultaneous book

I he ven form ol i tic hook is original the long poem is printed

single sheet ot p.iper that unlolds to a length ol about ' \: the

top left is the equivalent ol I title page, to the r ight. a map ol the route

of the I rans-Sibenan railway . the purported theme ol the evocative.

free-flowing lexl I he text itself unfolds on the right-hand side of the

continuous central fold m a richly variegated typographical composi-

tion I he poet and artist collaborated on the tvpographv. using twelve

tvpe faces in different colors that at times are linked together or inter-

rupted bv blocks oi pigment file artist's equally innovative abstract

composition runs down the left-hand side ol the sheet in no sens

Delauna) 's colorful, dv namic inventions be considered "illustra-

tions*' to the tevt. although the energies ol the words and painting are

carefully calibrated to match or contrast with each other I he curvi-

linear formal movement unlolds from an ethereal blue and gnt

at the top down to a brilliant red Eiffel rower at the bottom, an image

that corresponds with the reference sing lines of the

poem itselt I he I iffel lower was. ot course, .1 favored image—
suggestive ol Kith Paris and modemil) w iih the Delaunays and

their friends Robert Delauna) had do: of thirty paintings

in

Cohen
1 1.

ITiin binding *.i\ exhibited ji the Berlin Autumn S.,

impressed Paul KJe« 1 ohei

129
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based on the Eiffel rower beginning m 1^0*1. including the /vYi/ /.»,

r

of l^l l.
1 -' and had represented the structure prominent!) in the hack

ground of his summarizing La t illede Parisof i
g l- (Paris, Musee

National d \n Moderne); Apollinaire had constructed the words of

one ofhis "calligrammes" m the shape of the tower, with "O Paris'" at

its center: '

' and Soma Deiaunay made red Eiffel I ower designs

intended as letterheads for the Delaunays' personal writing paper in

1913, the same year that she executed her paintings tor La prase <///

Transsiberien. 14

I he book was published m an edition of ISO. of which only 62 were

evidently assembled, the printed text being attached to a pochoii (a

stencil process lor making colored printsi binding \s an ultimate.

witty homage to the Eiffel lower, the two collaborators intended that

the complete assembled edition, laid end to end. would reach the top

of thai edifice! 18
I nfortunately, the project was not a commercial

success at the time, although today examples are much sought after.

The poem-painting was. however, highlv regarded in the avant-garde

circle in which C endrars and the Delaunays played such an important

role. In the words ot' \pollinaire: "Blaise C endrars av\<\ Mine

Delaunay-Terk have realized a unique experiment m simultaneity,

written m contrasts of colors m ordei to tram the eye to read » uh

ime glance the whole ot a poem, as an orchestra conductoi reads with

one glance the notes placed up and down on the bar, as one sees with

a single glance the plastic elements printed on a posici

I 30

I In Ftainend s
l

l»lh

Oil. sizing, and encaustic on canvas

KSdV* m (174 x 144 cm i

Pans, c ollection the artist

S color plate, p 4" i

this canvas becomes a visual equivalent tor the sensual movements
whirling, stretching, and clapping and the pulsating, haunting

melodies of this highly stylized form of Spanish folk culture

I here exists another version of this subject, far more representational

and expressionist in character, known as The Small Flamenco

it x 35 I3
/t« inches), painted in Madrid (?) in 1915 (Pans.

Collection the artist) in the same wax medium that IVIaunay used fol

the large version. 18 In the smaller work, the singer and his female
companion are show n as detinue personalities, and then \ igorous

expressions, achieved through bold exaggerations of color contrasts

and forms, are not so far from those of figures executed In a Blue

Rider artist like Jawlensky, w uh whom the Delaunays were certainly

acquainted Iheie exist several studies for these works, like the water-

color and gouache / lamenco Singe I \ o\ I
*>

I
*» ipi iv.ite collection), in

which the theme is again almost entirely reduced to equivalences of

abstract COloi movement, or the similailv non-object ive gouache of

I

1
' 1 1>. The Dancer { Paris, Musee National d' \tt Moderne. Donation

Deiaunay >: there also exist some more representational w alcrcolors of

the dancei theme executed during this period I he aitist had in fact

turned to the subject of flamenco singers as early as 1913, ma
charming, effervescent pastel (New ^ ork, (ollection Andre Emmer-
ich), and of COUTse hail been pieoccupied with dance themes, though

ot a somewhat different kind, in both her Hal Bullier and Tango

c~Cit) paintings of that ve.u \\ uh Us palpttat mg motion, its

transformation of static colot into visual energy, the dance was a

theme of long-lasting appeal to Soma Del annas '"

\fter the relative abstraction of the works of about l**ll lo 1^14.

Soma Deiaunay's canvases i^\ her Spanish and Portuguese period ate

marked bv a return to representation o( a sort, or, more exactly,

kind of adaptation of Simultanism to Iberian intensities ot mood and

local color. In both the large Market <;/ Winht) (Paris, Musee National

d' \rt Moderne). created in Portugal in 19 IS. for which there exist

several studies, and in this work, presumably inspired bv Madrid, the

costumes and customs, even a little folkloric naivete, seem to have

been absorbed into the pictorially sophisticated world o\ Simultanism

In the Market at Hinho. 11 for example, through the judicious addition

of horns and legs, a "Simultaneous disc"' becomes a COW seen head on.

In Tin Flameni > guitar is suggested bv the familiar, multi-

colored, circular targetlike bands, it is as though the actual perform-

ers grew organically from the abstract discs of color at the heart of

the painting, discs of color whose energy fades in intensitv and bril-

liance as thev move away from the center of activity toward the mar-

gins of the work The interaction of the circular rhythms of color in

12.

Paris. Orangcnt Ji-s [uileries, K ben Detain . HI I4~6. no M>. repr 55.

and 56-57

13.

See G Apollinaire, "2c Canonnier Conductcur." Calligrammes, in Oeuvres
poetiques, ed. XI Adema jnd XI Decaudin. Paris. I9?6. 214

14.

See Damase. repr. 365-67, Ot which one is daied 1414.

15.

Cohen. 30-31.

16.

G Apollinaire. June 15, 1914. Les soirees de Pans, cued h\ Cohen. 5

17.

See Damase. 108-9. for a color repr. For a study of this painting, see Charles
Georg. Le marche an Mmho de Sonia Deiaunay. Geneva. 1965.

IS

Repr. Damase. 1 16.

The hot wax method employed h> Soma Deiaunay in the Flamenco Singer

enabled her to achieve great strength and brilliance Ol color Although she had

learned the technique from the Mexican painter Angel Zarraga in Pans, she

did not use it until her sia> in Spain and Portugal <( ohen. note 65, 95)
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Marie I .aurencin

I rench, isxs. 1956

131

Bom m Paris, Marie I aurencin was an illegitimale only child who
nevei knew the idem it) ol hei fathei she maintained an extremely

close relationship with her mother, with whom she lived until the lat-

ter's death in 1913 I .niienciiiw.iseducaied.il the l wee l amartine

and studied drawing al the Academic Humbert, where she met

Georges Braque In 1907 iv.isv> recommended hei as a fiancee to the

poet Cuillaume tpollinaire, who subsequently, met her m the shop ol

the art dealer < lovisSagol rhe objections ol tpollinaire's mother
in l aurencin's illegitimacy (ironic in light ol the fact that \pollinaire

himsell was illegitimate) prevented them from marry mg. hut the> had

a long and stormy loveaffaii Laurencin inspired some ol \polh-

naire s best-known poems, including I t Pom Mirbeau.' a reflection

on lost love, and I e poetc assassinc." in which she appears m the

gmse ni rristouse Bailerinette Henri Rousseau commemorated their

relationship in a full-length double portrait entitled /• d Hit

\///m painted m 1909 I aurencin's friendship with \pollinaire pro-

vided hei entree into the ( uhist circle, and \pollmaire used his

pi i "mine nee as an art critic to promote her work In his I VI » treatise.

It > peinttx \ i ubish i \/i ditaiiom < uhiiiqm i he classified her as a

"scientific cubist." although her naive and decorative st> le bore little

resemblance to the work ol the other ( uhists i aurencin acknowl-

edged hei deb) to \pollin.nrc in a pen and ink drawing entitled

ipollinain Teaching Me. executed in I

1" 1

Hv 1913 the affair with \pollinaire was waning, and in June l^U
I aurencin mat i ied < Kto von \\ aetjen, an ar ist, icrat ic ( ierman painter

working m Paris During their honey moon on the ttlantic coast,

I ranee declared wai with Germany and I aurencin. technically a

del man hv virtue ol her marriage, escaped across the border

into Spain, where she and her hushand settled in Barcelona I here she

encountered a set of exiles from the war. including \lrvrt Gleizes,

Max Goth, and I rancis Picabia \n accomplished poet as well as a

painter, I aurencin contributed illustrations and poems to the first lour

issues of 391, Picabia's Dada review I he alienation she fell among
the exiles m Barcelona and her deep depression during this prolonged

I irsi version. Museum of \|,>dtr: K -(museum.

j

Collection i>i Mme. Pierre Roche, repr in Steegmuller.
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separation from Paris are expressed in several of the poems in her

published in 1926

Bv \^20 she haJ divorced her husband and returned to her native citj

There she beg.m a successful career as a designer, providing illustra-

tions for man) books, including \iulie Gide's /.. .-< ntativt

amoureuse, published in 1^2 I. and a deluxe edition of I ev< is c arroll's

Alii . iblished in Paris hv the Black Sun Press in

1930 \v ,i member of the circle surrounding the avant-garde young

\ reneh composers called "I he Six." she designed the sets and cos-

tumes for ihe 1^24 Ballets Russes presentation of Lei Bit hi - produced

S ge Diaghilev, choreographed b> Bronislava Nijinska, anil with

music b\ I rancis Poulenc one of" I he Six "
1 aurencin also designed

wallpaper and textile patterns for v Decodesignei VndreGroult,

who often hung her pictures m the rooms he decorated she collaboi

ated on dress designs with Groult's brother-in-law, the leading

couturier Paul Poiret. \ social celebrit) in her own right. I aurencin's

portraits ofsociet) women were much in demand, although hei sitters

are practically indistinguishable from one .mother, their individual

features having been replaced by the large eyes and tins noses

characteristic of her later style.

I aurencm was also a prolific pnntm.ikei Met tiist prints date from

1903-4: she continued to produce lithographs, etchings, and woodcuts

throughout most of her life, man) of which are preserved in the Bib

liotheque Nationale m Paris Hei painted works, executed in the natv<

and decorative style established b\ 1909, consist primarily of self-

portraits, portraits, anil fantas) subnets from literature oi from hei

imagination, rendered in delicate pastel colors

131

Oil on canvas

i 31V* in (62 9x79.1 cm.)

Signed lower left: Mane I aureiK

The Baltimore Museum of \tt

Bequest of Miss Etta and I)r ( lanbel ( one-

Through her relationship w nh Apollinairc. I aurencin joined the circle

of artists and writers who met frequent I) at the ( loisene des I ilas

cafe and m Picasso's Montmart re studio, the Bateau-I avoir Ihe

sitters depicted here were all members of that group I rom left to light

thev are Picasso, 1 aurencin herself, Xpollinairc. and Picasso's mis-

tress Fernande Olivier. Ihe lamblike white animal at lowei left is

Picasso's dog \ rika. Vpollinaire was a close friend ol Picasso's, who
made several humorous portrait drawings of the poet Ihe relation-

ship between I aurencin and Olivier seems to have been more
restrained, and Olivier's comments about I aurencin in her I S»4^

book. Picasso and His Friends, are less than complimentai

All of the sitters in the Group •'> Artists were present at the famous
banquet given for the primitive painter Rousseau in I^OX. the year this

portrait was painted. Group ><t Artists, one of I aurencin's earliest

paintings, is executed in a stvle that combines the naive simplifications

of fol m ch.uactei istic of Rousseau w ith the moie self-conscious

primitivizing of a sophisticated painter like Picasso \lthougli it lacks

the radical dissonance ol composition and the scandalous subjeel

mattet of Picasso's \^o~ Demoiselles a"Avignon (New York, Museum
of Modern \m. the simplified, almost caricatured faces in I aurencin's

picture oo recall the treatment of several of the faces in Picasso's

/). tin m< lies I he extreme Rattening of all of the figures and the dis-

junctions between head .\tu\ bod) in the figures of Picasso and Olivier

niav also derive from Demoiselles. Despite I aurencin's obvious

dependence on the work ofothet .utisis. the Group oj irtbts remains

unmistakabl) hei own; her subtle and decorative use of the

arabesque pervades ever) corner ofthe picture, from the features of tin

sitters to then sinuous amis, extending even to the eurv ing tendrils

in the bouquet ol flowers at the uppei right.

\ small bust-length oil portrait of Picasso b) I auicncin. possibly a

preliminar) stud) fbt to. »/'.'/ i</;\/\. is in the collection ol Mis

Donald s Stralem in New York ' lh.it representation of Picasso

closel) resembles Ins image in the group portrait, except thai in the

bust his profile is reversed and he is nude

\ccoiduig to c iertrude stem, w ho bought Group oj Artists, it was the

tust picture that I aurencin evei sold and marked the beginning oi

hei careei as professional artist.8 In 1909 l aurencin painted anothe

portrait of the same group, expanding it to include portraits of

( iertrude Stem, the poet Maurice ( lemnit/. a voting woman. 1
' and a

blonde angel I auiencin gave this second group portrait, entitled

Reunion in the Country,1 to Vpollinaire, who cherished it even aftei

his man iage. it hung above his deathbed in 1918.

'.

Olivier. 69. x< .gj. 108-9, 182.

4.

Kepr m Nodilin, 1971, »2.

5

Sum. 76-77.

6.

the young woman is possibl) Cremnilz' wife: see Laurencin's iww pon ran of

Cremnitz. his wife and daughter, entitled Ttie Family illustrated in Sale Cata-

logue, Helena Rnbinmein Collection, pi I. Parke-Bernet. Xm Nork. April 20.

1'Mft. no 57. color pi.

7.

Kepr in Mackworth, following M2.
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Nadeihda Andreevna I daltsova

Russian. 1885-1961

Very little in known of I daltsova's life apart from her friendship with

I iubo\ Popova and hei professional association with the Russian

vanguard. Vpparently shemel Popov a in 1912-13 at the Paris studios

of Metzinger .mil I e I auoonnier where they both were stmK mg
I pon her return to Russia m 141 > l daltsova continued hei close

association with Popova and became friendly «nh ratlin and \lck-

sandr Vesnin. With Popova, I daltsova modestly began exhibiting

with the Russian avant-garde by sending a single painting to the 1414

Jack of Diamonds exhibition in Moscow Because ol hei firsthand

experience with French art she was inclined at tirst to exhibit with the

group of artists who continued to invite I rench artists who, in

fact, broke with I arionov oxer this \er\ issue I daltsova participated in

almost all the major exhibitions m Russia I eftist | rends and I ram-

way x (Petrograd, 1915); 0.10 (Petrograd, 1915-16); Hie Store and the

fifth Jack of Diamonds (Moscow, I4|m Hv the November 1916 Jack

of Diamonds. I daltsova w.is showing her "painterly constructions'"

which, like the contemporary work of Malevich, ratlin, anil Rozanova,

eschewed figurative subject matter I daltsova worked at Svomas
\ khutemas in Petrograd in the I42t>s with Popova, Malevich,

Rodchenko, and kliun Mongwith paintings b> these artists, i daltsova's

were purchased for the prestigious Museum o\ \rtistic ( ulture in

Moscow, and she participated in the Erstc Russische Kunstausstellung,

1422. in Berlin Most likely during the 1420s. I daltsova married

the painter Meksandr Drevin, whose work was also purchased lot

the Moscow Museum of \rtistic C ulture.

132.

At the Piano, 14 14

Oil on canvas

42 x 35 in. I 107 x K4 cm.)

New Haven, Yale L niversity Art Gallery

Gift of Collection Societe Vnonyme

Though seen frequently throughout the I nited States since its acquisi-

tion directly from the Erste Russische Kunstausstellung in 1922.

I daltsova's 1/ the Piano lias received scant notice. *i el the obvious

comparison of this painting w it h Jacques Villon's / itlle Girl at the

1'uiHi'. 1912 (New York. Collection Mrs. George Vcheson) which

I daltsova would surclv have seen in Pans is most instructive.

\ 1 1
Ion's oval formal complements the soft, curved forms of the girl

and hei languorous, pastel em iionmcnt: the tonus of I 'dalisov a's

pianist are angular, the colors vigorous and gaudy primaries, in con-

trast to the generalized forms of Villon and the majority ofthe l rench

C ubists. I daltso\ a's are quite detailed, from the lampshade to the loot

pedal ofthe piano Hei "decorative Coordination of Hal planes of

color** 1 radiates from the centei of the canvas, eliminating any sug-

gestion of depth In accord w ith the Strong lines that angle up and out

from the base of the composition, the central vertical axis seems to

sw mg from side to side, suggesting the pendulum of a metronome;

it I daltsova used the de\ ice with this intention, then At the Piano

might indeed have been the canvas entitled Music, shown at the 0.10

exhibition

I.

Camilla Gray, The Russian Experiment in In 1863-1922, New York, 1472. 184.
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Ol'j.i \ ladimirovna Ko/ano\a

Russian, ixx'.-iyix

133

Born in the Vladimii Province of Russia, Rozanova attended the

Bolshako% \t\ < otlcgc and the Stroganov \rt School in Moscow
ir<nn 1904 to 1910 In 19! I the moved to S Petersburg and K.
exhibiting w iih the I nion ol "> outh, ,i group of \ anguard artisis

In iy 12-1 * she attended Zvantaeva's \n School and began illustrating

the hookdcis ptihlishcil hv Russian I uiunsi poets, including Meksei

Kruchenykh During this time Rozanova contributed to the I nion of

Vouth exhibitions (Si Petersburg, 1911, 1911-12. 1912. 1913-14); the

International Futurist exhibition in Ita!) (Rome, ivui. h.im»j\ \

and Leftist [Vends (Pctrograd. 1915) lOtPetrograd 1915-16): and

the fifth J.ick i >t Diamonds i Moacovi lv|»,i

In l^l'i Rozanova worked with Malevich and Matiushin. among
others, on the (unpublished) journal v,, i .. irs later she

u.in selected to K- .i membei ol l/< • Narkompros and >•! Proletkult.

and with Rodchenko headed the art-industry subsection ol l/<>

I he I iisi M.iu- I xhibition i Moscow, W l^i contained a posthumous

showing ol Rozanova's works, as did the I rste Russischc

Kunstausstellung i Berlin, 1922)

I )3

Han in il v 1913

( >il on canvas

5 cm i

New Vork, I eonard Hutton Galleries

I mil one finds the tall, dark cylindei ol .i top hat m the upper center,

n is virtually impossible to idem if) the subject ol Rozanova s w
iht Sin i i ihe top hat becomes the kej which then allows the other

pieces tan fat gray and black buildings, and blue violet

windows of an automobile to fall into place around it I hough

there is onl> a minimal attempt here to depict speed or motion, the

device of slightly shilling all the parts ot the com puis it ion < in the

vocabulary of Russian I ulurism, uh ig)\ I ce the ten-

sion and dynamism of this typical scene ol modem ciiv life. Rozanova

had exploited this device in other work ot 14 1 >. in particular her

canvas I and Bridgt and her lithographs tor the 1913 issue of

Soiuz molodezhi it nion oj ),iutlu.
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Georgia O'Keeffe

American, b. 1887

Georgia O'Keeffe, .1 majoi figure in the evolution of American an >>i

the twentieth century, was horn on November 15, 1887 She grew

up m .1 large family, of Irish-Hungarian-Dutch lineage, on .1 dairy farm

ne.ir Sun Prairie, Wisconsin. Her strong interest in musk developed

first, hut by age ten she h.nl decided la become paintei l ormal art

training from plaster casts began in 1901 when she entered a convent

M."hiH>l in Madison

In 1905 O'Keeffe studied anatomical drawing with John Vanderpoel al

the Art Institute of< hkago she has always valued his emphasis on

line anJ structure, even though figures were earl) omitted from het

art During ls»<r she worked at the \tt Students | eagUC in New 1 oik.

learning the elegant Munich method ot using rich pigments then

taught h> \\ illiam Merritl ( hase she won his class prize lor a still lite,

hut soon lost interest in imitating academic I uropean stvles and quit

painting to work as a commercial artist m 1 hkago

During the summer ot 1^12 she took a course in the principles ol

abstract design given by \lon Bement a follower ot the art educalOl

Arthur \\esle> Dow ! Dow combined the Oriental mode ot composi-

tion (space structured from the tlat relations ol shapes and colon with

the Kantian v ie» point uising nature's forms in express emotion lathci

than for imitation).

During the next four years she taught Dow*s principles in \ irginia.

South Carolina, and the puhhc schools ot west I cxas Just before hei

thirtieth birthday she held a secret exhibition of her work, saw that n

all had been influenced h> others, and destroyed it Starting over, she-

vowed to please herself — putting down only "what was in mv
head."-' \\ ith eves reschooled by the art of Mexican children, and.

most of all. hv the eerie skies and landscapes of the I exas Panhandle.

O'Keeffe began using charcoal to put down abstract shapes that

contained her own thoughts and feeling

On January I- Wv a batch of these private symbol draw mgs arrived

in New ^ 01 k addressed to hei ait student friend \nn.i Pollizei No
oni: else was supposed to see them, but remembering ih.it (

> 'keeffe had

once written she would rathe I have \llied Stieglit/ like something she-

hail done than anvone else. Miss I'olli/ei took them Straight to

stieglit/
: Rie story is often told thai St ieglitz, without 0' Keeffe 's per-

mission, decided to exhibit ten ot these abstract ions al his avant-garde

291 Gallery in the spi ingol 1916. and that the irate artist tried to

make him take them down which he refused 10 do Whatevet the

truth ot this account, the meeting di ast icallv changed both then lives.

In 1917 Stieglit/ gave O'Keeffe hei lust solo show at 29 1 and a veal lalci

gave hei the financial aid she needed lO abandon leaching and paint

full lime He also began his "composite portrait" of her which

consisted of some live hundred photographs taken ovei a (went) sen
pel 101I

Stieglit/ and < ) Keelle wcic m.ui ud in l

l>24.
' I nt 1 1 his death in 1946,

he exhibited hei work almost yearly. Hv het ovt n account, the men of

the innet "Stiegliu circle" which included ( harles Demuth,
\1thu1 (1 Dove. Maisden Hartley, and the photographer Paul Strand

did not want hei .11 oil nd at liisl Hut w hen hei pa ml mgs of Man-

hattan 1.1 male aihsts' preserve) sold well and received a good press.

as indeed all hei wotk did from the start, she won then respect. Dove

told St ieglitz, "
I hat girl is doing u ithoul effort w hat all u e moderns

have been tiv mg to do

\t the instigation ot Mabel Dodge I uhail. O'Keeffe visited I aos. New
Mexico, in 1929. K Iways happier in the country than in the city, she

found herself able to work bettei in the desert than anywhere else."

I ntil Stieglit/ died she spent several months a year in New Mexico,

but in 1949. when her large task ol div idmg the Stieglit/ art collec-

tion among public institutions was completed. 7 she settled m Abiquiu.

She has said that when she finally began to travel the world in the

1950s, she did it just to see if she'd chosen the right place to live. It is

perhaps not surprising that the words commonly used to describe

O Keeffe sari t ist lucid spartan epic austere healthy.

1.

Don ma> h 5 nlhetisl thcorv from Gauguin al Pont-Aven,
and h. lent of both J Chinese art. hui hi- was in no
sense a modemisi — the 1913 Armors Show was a shock to him O'Keeffe uimc
to Ne periods during IsiMand 1916 cspeciall) to stud) with Dow al

Columbia I

2

Quoted in I .rich's inlroduction to (,. . . K- ffi Drawings. New
x.ork

The extraordinary letter written to Georgia O K Vnita Pollizer in which

StieglitZ — quoting his excited words
about the drawings ihe did not then sav "Finally, a woman on paper") — is at

the Beines- sand Manuscript Library 'rale University.
-

She kept the name Ok should I take on someone else's famous name?'
5

Herbert Seligmani eglit: Talking: Voles on Some of His Conver-

sations, 1925- New Ha-.cn. 1966. 44.

\ '« an account ot O'Keeffe's hrsi reactions see Mabel Dodge l.uhan. "Georgia

Hive In. June 1931, 407-10.

7.

Stieglii/ was [he primars sponsor ol ihe modern art movement in America His

own collection was composed ol 850 modern paintings boih (uropean and

American — as well as sculpture, photographs, prims, and drawings. Although he

did not collect systematically, a primary aim was to keep a visual record ol the

evolving work ol Dose. Marin, and O'Keeffe. Because ihe collection was too

large lor any one museum to hang, major works were divided between The

Metropolitan Museum ol Art. ihe An Institute ol Chicago, and I isk University

al Nashville, Tennessee I or O'Keeffe's account ol this dispersal, see "Stieglitz

His Pictures Collected Him.'' Wen }i,rk rimes, December II. 1949. lor an

examination of the material in the Metropolitan, see George Heard Hamilton.

"Hie Alfred Stieglitz Collection." Metropolitan Museum Journal, no. 3. 1970,

371-90.
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"clean-cut." "unsentimental,*' "pristine" should also describe the

area she has loved for hair a century.

Her work since 1915 has been labeled "feminine" b\ mam critics

because of n^ main associative connections with the female bod) Hut

the w ide range of her artistic language would seem to gainsa)

this simple description. Mthough O'Keeffe has rarelj made a cause out

of being a woman artist ishc did give a speech in I ^2^ lo the National

Women's Part) in Washington), her abihtv to go it alone has become
a contemporary feminist model tor freedom of thought and action, lo

her. the important thing has always been to cam out her own deci-

sions about how to make art and lo satisf) herself. In the process ol

doing this, she anticipated the diverse concerns about color and shape

of Rothko. I ouis, Noland, and Ellsworth Kelly.' ("When I tiisi saw

Kelly's work I thought I could have done that'.'"')

tVKeeffe's first full-scale retrospective (which showed the different

musical elements of her work, as well as hei free-wheeling attitude

toward the \menean abstraction representation issuel took place in

144'' at the \rt Institute of( hicago It was followed hv another in

l°-4n at the Museum of Modern \rt in New ,
» oik. one in l

l>o(> at the

Worcester Art Museum m Massachusetts; one m l^finat the Virion

( arter Museum of Western \rt in I ort Worth, levas. and the most

recent in I
4*"!! ux>k place at the Whittle) Museum of American

\ri in New 'I ork She was elected to the National Institute of \its and

I etters in l^4s>. the \merican \cadem> of \its and I etters m 1963.

the American Academv of Vrts and Sciences in |s)f>h In 1970 she

was awarded the National Institute of \its .,nd | etters Gold Medal

for Painting. Since that time she has continued to observe the

remote place she lives in. using the evidence of her eves and ears to

make images that seem at once formal, particular, and transcendent

"When I think of death I onlv regret that I will not be able 10 see this

beautiful countrv anv more, unless the Indians are right, aiivl mv

spirit will walk here after I'm gone ""

I 34.

Him V. /. I9|h

w atercolor

1 ^ - x II in (40 I \ 27 9cm.)

The Hrooklvn Museum
Museum Purchase

135

Him v ; 1916

W atercolor

15% \ in
.
m (40.3 \ 2" 8 cm.)

[ he Brooklv n Museum
Museum Purchase (58.74)

136.

Him \... J, W\h
W atercolor

15% > - (40.3 \ 27.8 cm.)

The Brooklv n Museum
Dick S. Ramsav fund (58

~
;

B

Among ih. - ntenl and st> le .-: O'Keefft s \*ork .is

reminine: Alfred Stiegtitz. in his 1919 n 5 nton McDonald Wright on
"Woman in \n." quoted h> D Norman in Alfred Siieglitz. An Amei
Seei New "> rsden Hartley. Adventures in the 4ns. New
V>rk. 1921. 116-19; Henr) McBride. Th, Herald Februao -»• l 4 --': H-"'!

Rosenfeld. i N k. 1924. 199-210: Lewis Mumford.
i) kci.tic.inJ Matis: March ;. 1927; Helen \ppleton
Reed ia fellov, sludent .•

I > k . ". - .it Ihc \T\ Sludcnts League). "Georgia
O'Keeffe — Woman Ariisl s ..rcl> Feminine." Vogue, June I?.

;
r criticism from the recem feminist point of view sec Miriam Schapiro

and Jud> Chicago. "Female Imagers ." Womanspace Journal, Summer IV73. n.

Linda Nochlin, "Some Women Realists: Fart i." -tm Magazine, Fchruar. IV74.

17-49 Lawrence \lli en"s \n in \rl in America, May-
June 1976, 64 72

y.

For discussion ofhow O'Keeffe's work adds to our understanding of the origins

of recent styles. se« -2J.

10.

Eldredge. -
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Blue So. 4, 1916

Watereolor

lf> x IO,5/n in. (40.6 \ 27.8cm.)

I he Brooklyn Museum
Dick S Ramsay I und (58.76)

Georgia O'Keeffe has said almost nothing about how and why she

made her sudden bold leap into abstraction during 19 I
s ,,nd 1916

I here is only her well-known statement: I realized that I had a lot ol

things in my head that others didn't have I made up my mind to put

down what was m my head."" In the extraordinary experiments ol

those two years can be found the genesis ot her l.itei morphology.

Hci earliest series ot abstractions were done with charcoal on papei

during the tall of 191 5 in < olumbia. South ( arolina, where she was

teaching at ( olumbia ( ollegc '
;

I he tour Him \ represent some ol hci

first attempts to deal freely in coloi with "the things m hei he.nl

Apparently these were not preliminary studies tor a more advanced

oil painting, but were considered by the artist as an independent series

successive reductions ot a single theme .

"

Most, if not all. ot ( ) keette s abstract paintings come from hei pel

ceptual experience of the real world. In Him \.> / the most complex

in color and shape, we can see the penciled composition underneath

the exquisitely controlled puddling ol black blue, and yellow . a

composition that suggests del ivation from elements in the natural

world, veiled anil Stripped ot all naturalism. It is this veiling and

reduction of natural mollis so prevalent in ' > keette s w.uk ol the

late teens that suggests thai she was familial with Kandinsky's

unique grammat ol abstract painting, as defined and diagrammed in

part ii ol his ( .'in lining iIh Spiritual u I

Although the transition from Bltu So I to Him So 2 seems very

abrupt compared to those between the Others, no record exists ot anv

intermediate studies. Missing in So 2 is the upper border ol aquatic

forms, with their delicate references to conch shells, sea loam, and

ripples \ko eliminated are the inchoate silhouettes ol leaping human
figures and heads w ilh eves that emerged liom the depths of the

earlier watereolor ( )nly two ol the OVOids have surv ived their

outlines smoothed and rounded and they are now suspended, one

above the other, on the bate onion paper, w nh a thick calligraphic

cluster of diagonal lines acting as then base I he metamorphosis ot

the shapes shared by both paintings is easy enough to trace, but in its

simple, cannily balanced symmetry V«j 2 seems much closer to I

Oriental principles of design than Vt». /does Perhaps O'Keeffe

painted the latter just before she came to New ^ ork in I ebruaty to

work with Dow again I here is also a difference in the way water-

color is handled: most of the shapes in \.' / are outlined and then

filled in with quite thin wash; in So. 2 the blues and <.\t.-i:p green appear

to have gone on directly in a modulation from thick opaque color to

thin transparent stain again, closer to Dow's adaptation of the

Japanese theory ot Solan (the harmony oi tonal relai In

and \.' 4 the green has been dropped, and

So 2 presented with ever inc 'ndensation I'

deler mines the construction ot thc-

Whal was the implication of blue f< fe in I9H like

Kandinsky. she equaled blue with the intellectu
;

or perhaps she believed, as he did. in the absolute cqu

between colors anil music Despite the tact that < > k ng

her own vocabulary ot form during this period, it seem

th.it she was open to. and actively reinterpret lex mtliK

1926

( )il on cai

21 \ *: i r
. an.)

Minneapolis. \Salkct \H ( enter

on build-

ings she knew intimately from her long summers on the St, .

estate at I Her barn portraits span appt

match tin ted on (hem m three

different locales I .> msin (the lands*

ot her childhood); and the < iaspt painting .•

done tow ant thi summer period, and it

immediately pr« more impressionist aper

series painted between 1926 and i

-

Mail in I riedman puts /. red rural

atehitcc' !nch sharply

atesO'Keefft - *orl as ivholt from this style, but he dot

that her country buildings are the II

< i Keeffe has never . 'list

movement When interviewed by Katharine Kuh in I'm

not a toiner and I m not a prccisionisl or anything else it's

curious that the shl didn't sir.

what really might have been called precise in in. 'he

< anadian barns

( ertainly nisi

work It is not "icily defined, nor does it hav nish" (the

variety ot brushstrokes is highly visible' the lines of the barns are not

ruler straight, the light is atmospheric I n brilliant, and the

mood expressionist ie rather than impcsonally formal. Stiegliti

photographs i)f the same barns confirm

observation, but < » k liculars in ways thai

aie acutely disturbing

In this rectangular canvas, whose' shap. I by interior h.

zontal lines, our eye the complex s

line, and color relationships among thi •„
.

Only the essence of these forms has been g 'ed

walk and shingled roofs (the I imera len-

1 1.

Quote from an interview with O'Keeffe bj lUrm Scldis / I

M ( ,mw Magazine. January -2. I
l«>~

12.

Quoted in Lloyd Goodrich's introduction to < - s.,.*

>ork. 1968. O'Keeffe'S own hrst Ivwk. scheduled for publication late in I97<

Viking Press. ma> till rhis gap in our knowledge, and nunv others besides

13.

One roll of these drawings was sent from Columbia, South Carolina, to Anita

Poll i/er for criticism — arriving in New York on November lb. 1915. I he

famous second hatch, which Miss Pollizer took straight to StieglitZ. came to her

on Januarv I. I^lfv

14.

\ rare photograph, formcrlx in the estate ol \hraham Walkowitz, appeared in

the exhibition Abraham Walkowitz and Alfred Stieglilz Tht 291 )<.<»-- /v/J-/~.

at the Zabriskie Galler.. New '(ork. 1976 Ii is labeled "Georgia O'Keeffe
Exhibition. May-July, IsHb. f, * \ y . ., n d it plainK shows Blue Vo. / and

Him Vo J hanging together on the wall. It the l
u lb date of this photograph is

correct, the Blues appeared in O'Keeffe'S first 2^] exhibition, and must have

been made earl> in l
u lb — probabl) in Ni-» ^ ork — for () Keette was working

there with Dow at Columbia Teachers College during the winter-spring term.

ITic fnglish translation ol tr published in I ondon .e

under the title I>

during the summer of I
•

K

tings cxhi"

S

:-mg He bough) v

N

he pub -.erpt from I

lh

In Friedman's \.. - . and Char . S cur-

rents of the Precisionist movemer
unwavering, sharp delineation, and careful l> i

rhe stylistic qualities common to b

The /'

I

i

-

Ku».20.-2.



missing, hut there is no mistaking the farm character of these build-

ings. I hey dominate the land and interfere with the skyline as real

h.uTIN dO

Southwest landscapes, rhese characteristics can be understood as

both a taenia
l rendering of local optical conditions and an expression

of t ho artist's ow n \ ision.

O'Keeffe's art in resolutely non-metaphoric. We perceive the integrity

of these barns (they do not stand for forms other than themselves) but

they arc. nonetheless, equivalents for the artist's feelings. I here is

something crowded and stifling about these three shuttered buildings;

ihe> deprive us of a sense ofdistance, and there is no exit at eithet end.

The low gray sk> adds to our sense of being completely hemmed in.

The onlv escape offered is through the blue crack in the clouds but

this suggests a metaphysical rather than a physical escape It is

well recorded that O'Keeffe felt increasingly restless in the close

greenness of upstate New ^ ork I hree summers aftei this picture was

painted, she escaped 10 New Mex

Different kinds ofopenings are a majoi thematic preoccupation in

both the artist's abstract and realist paintings I he tight square

window of the gray barn, with its open (missing?) pane, is a geometri-

cal motif thai dates back to O'Keeffe's early work, as so much of her

distinctive vocabulary does Perhaps the best-known prototype fot

this motif is 5 Studio oi 1919. while the most evolved

examples of it are to be found in h< u t ies ol 1946-60. In the

last, the most severely reduced of all her works, she examines ovet

and over at different ranges, from different angles the mesmeric

impenetrable di>or of her \hic|uiu home

139

Ranchos Church, / ( j. •
. \< »' \/< w. . 1930

Oil on canvas

24 v >h in. (61 X 91.4 cm i

Fort Worth, ^mon Cartel Museum of Western \n

O'Keeffe made several series of paintings ol the eighteenth-century

mission church at Ranchos de raos in IT 1
* and |st«o She was fasci-

nated with the oddly buttressed west end and in this work has put

us as close to it as we Can get and still see the whole structure I he

earth seems to have risen of its own accord into these bulging.

sheared-off shapes that suggest geology rathei than architecture

O'Keeffe also relates this handmade adobe building to its natural

environment by means that are strictly formal I he intervals between

the turbulent grav skv. the distant sand hills, and the stretch of mesa

on the right are rhythmically repeated vertically as well as hori-

zontally bv the root and walls \ctuall>. the more we look at this

representational painting the more gridlike and abstract it becomes

I his frequently occurs m O'Keeffe's work not surprisingly, because

for her las lor her teacher, \rthur Wesley l>ow i the principles of

composition are always the same.

The slightly elevated vantage point and the contrast of near and fat

with the middle ground eliminated — are found in many of O'Keeffe's

\mong O'Keeffe's most persistent investigations aie her shelter

shapes, which come in many guises, including those protecting (he

fetus ipeiv ic bones) and lower forms of life (clamshells); those offei ing

protection from the weather (bainst; and those pio\ id ing sanctuary

for the spirit (the Ranchos (hutch). Clearly these forms illuminate

some important aspect ol existence for the artist. It is easy to assume

that they relate to the sexual and psychological experience ol being

a woman, and to womb imagery in particulai but O'Keeffe has

consistently denied ihai she ever deliberately evoked genital shapes in

net woik '"

St ieglitz, however, wrote some notes on "Woman in Vrt" in l

l
>l l>

that emphasize the explicitly feminine sexuality he saw in O'Keeffe's

woik "Woman feels the World differently than Man I eels n the

w ,1111,111 receives the w oi M through her Womb. I hat is the seat o\ hei

deepest feeling it these Woman produced (lungs [O'Keeffe's]

which are distinctly feminine can live side by side with male-produced

\n hold then ow n we will find thai the underly ing aesthetic

laws govern ing (he one govern the othei the original generating

feeling merely being different."* < ertainly this son of sexually

dichotomized view oi O'Keeffe's an is highly debatable, but it repre

sents a type of interpretation oi misinterpretation current during

the earliei pail ol the twentieth century and not unknown today.'-'

140

ft/m ..///i HIk, (Pelvis 1 1. 1^44

( )il on canvas

16 x )0 in (91 4v'd: cm.)

Milwaukee \it ( enlei

c lift ol Mis Hans I v iuie Bradley

illustrated)

I his painting-'-' is one ot I > kcctlc s main explorations into Ihe way

line is affected by light Hei pelvic bonescapes were begun in 1943,

and in the 1

1>44 catalog tor the show An American Place, where

they were hist seen, the artist wrote: ".
. . When I found the beautiful

white bones on the desert I picked them up and took them home. ... I

have used these things to sav what is to me the wideness and the

wonder ol the world as I live in it. ... I or years m the country the

pelvic bones lav about the house indoors ami out always underfoot

seen and not seen as such things can he seen in many different

wavs I was most interested in Ihe holes in the bones what I

saw through (hem. I hev were most wonderful against the Blue —
that Blue that will always be there as it is now after all man's

destruction is finished. I have tried to paint the Bones and (he Blue.''

Although these shapes may come directly from (lie artist's experience

is>

•own rebull rs' and critics' continuing belief in the

vaginal iconolog) of her enlarged ft vritten in 1939 for the An -im.r;-

can Place exhibiti — I made you lake the time to look ai what I

saw and when >ou look lime lo reall} notice m> flower >ou hung all your own
ions with flowers on ms flower and \ou wrne about m> flower as il I

think and see what >ou think and see of the flower and I don't."
:

Notes on "Woman in Art" written i - s MacDonald Wright on October 9, 1414

Quoted b) Doroth) V>rman in -illri'il S New "l ork.

1973. 137.

21.

For a thorough discussion of sexual and "feminine'' interpretations of O'Keeffe's
art during the twenties and thirties, as well as the artist \ reaction to such criti-

cism, see chap. mi. "O'Keeffe and the Critics." in Eldredge. especial!) I4x-5s>.

22

A letter to the Milwaukee An Center from the artist dated June 27, 1V76. sa>s

"The Pelvis was a painting I liked ver> much and had it hanging in the part of the

house where I In I missed it when il «a. *mt Bui I suppose il is

good for others to Set Ihe Art Institute of Chicago has Pelvis .-*. also ot IV44
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oi holding a pel\ is hone up to the skv . their origin in not easily seen

in the final image Distorting the scale of an object h> isolating it

has been a primary characteristic of O'Keeffe's work since 1^24 the

year she began her celebrated flower paintings O'Keeffe's turn

toward sharp line and the close-up earl) in the l^ItK indicates that

she had adapted the linear accurac) o\ Stieglitz's sharp!) focused

photograph) to her ow n artistic ends and was familiar w ith the

camera work oi Paul Strand as we

\\ hat is apt to strike the contemporary eve first in /'< l\ u »iih Hlin are

the multiple tensions between the two blue patches — tensions

between part and whole, central it) and asymmetry, convexit) and

COnca\ U> . largeness and smallness, nearness and famess I he div i-

sions between blue and white are complex, with edges that are sharp,

flat cutouts; edges that curve with perfect three-dimensionality; edges

that are broken, and edges that puzzle perceptual logic (for example,

the shm white halo at the upper left of the ovoidal form) Because we

have difficult) m locating the light source, this virtuoso dbpla) oi

edges seems arbitral") at first But O'Keeffc is a painter deepl) con-

cerned with visual truth. Once she has extracted the essential

qualities from natural forms, she can be. in her own words, "ridicu-

lous!) realistic " Ihus. this is probabl) an accurate rendition of desert

sunlight on bleached bone

The shimmering, weightless blue appears to he lit from within

Moating shapes, often found in O'Keeffe's work, are created b\

explicit formal means In this case, the blue, most intense at its edges

is gradual I) . uneven!) lightened toward the center, m ith fine, regulai

brushstrokes that follow the circularil) of the form I he effect is

that olfa precarious .urv suspension

X • * • M •

•

• - » ^ • to« •

l H-ith Him is an exceptional!) beautiful variation on the artist's

recurring theme oi motion and stillness Incv itab -. Re's hones

have been associated with the svmholism of death and transfiguration,

in spite oi her statement that "the bones seem to cut sharplv to the

center of something that is keenly alive on the desert even though it

is v.ist jnd empty and untouchable and knows no kindness with all its

beauty." Whatever the artist's intent, her particular w.iv ol viewing

infinite space through the microeosrnic hole of an animal's pelv ic

bone sets up a network oi rich correspondences between the optical,

the biological, and the spiritual

141

Actually, the question of who influenced whom. and when, in the Sticglilz circle.

is not . down, and ill

fertilization. For examp S m 1^16. hut

his rr it done in \^2^ and \V1 •

livelv — therehx toll, nted flower close-ups b) at

three years. That Stieglitz hirr lb O kn'V - abstractions

after 1 Br> in her ilz: Photographer,

Xluseum ol Fine '•
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Hannah I loch

German, b. IKX9

Hannah Hoch is one of the lasi sun iving members of the Berlin ( Inh

Dada anil the only woman of the group. In a reaction to the political

and social corruption of post-World War l Germany, she played an

active role in the club's bitterly sat meal, a no -establishment events,

sharing fully the sentiments and explosive acti\ itiesol hei masculine

colleagues. With Raoul Hansmann she is thought to have invented

photomontage, a medium tot which she is besl known and which she

still favors Since 1939, when Nazism forced hei retirement to the

country, Hoch has lived in a modest collage at Heiligensee, on the

periphery ot Berlin, where she spends hei nme tending a rich garden

and quietly continuing hei production <>t .n t

Hoch's garden provides the tranquil it) necessary to hei temperament

and serves as an alternate field toi artistic expression, I he wiMK
profuse ami cherished plant life that dominates hei physical

surroundings is not unlike the rich v.u u-tv of textures .mil multiple

objects in hei collages 01 the seemingly disparate images ot hei

photomontages anil oils She has always worked simultaneous!) in

varied media ami stvlcs. using the broadest range of available

imagery, testing, pruning, .mil rearranging hei material Hei work is

often satirical, sometimes whimsical, hut her chief concern (according

to a recent statement) has always been to Utilize art in suppoit ot hei

personal ideas and the expansion of her own vision ' Hei guiding

principles have been tree experimentation, craftsmanship, anil

intellectual control.

She was horn Johanna Hoch in Gotha at Ihtiringen. the ilaughtei ot

an insurance executive who taught hei gardening during his lunch

hours ami tried to discourage her expressed desire fot a career in art

In 1912 she left Gotha and enrolled m the Berlin School ot Decorative

Art where she learned glass painting, soldering, and craft techniques

under Harold Bengen. In 1915 she became the pupil of r mil Orlik

who taught her woodcut anil linoleum block techniques and col-

lected her work in miniatures, academic painting, and neat -abstract

draw ings. Orlik encouraged her enthusiasm lor expel imentation

with stvle and media In the UUtK veal Hoch met and began a s t

vear liaison with the lieiv voting poet painter, and philosophei Raoul

Hausmann Fogethei they entered into the charged spun ot protest

that pel meated German society, politics, and art In 1918 Hoch

joined with Hausmann. Richard Huelsenbecl isz,John

Hem held lohannes Baader, and Waltei Mehring in a new

sivc Berlin Dada movement, participating m the stormv poetry

leadings, exhibitions, and theatrical events thai frequently ended m
v iolencc

Between 1915 and 1918 Hoch painted her first abstract oil i 1916)

made hei hist abstract collage with bits ot lace and leal patterns (1917),

and dialed B Series Ol slutted dolls that cvhihit a plavtul spirit and a

taste toi the absurd She and Hausmann were struck w ilh the creative

possibilities offered b) photograph) while the) were vacationing on

iltic Sea in 1917 shoitiv afterwards the) began to an
photographs and fragments cut I torn newspapers, mag.t/ines. and

picture postcards into extraordinarily forceful compositions

Hoch participated in the fust Dada exhibition held at the J B

Neumann Gallery in I9|9 and in the International Dada I air held

at the < Kto Burchard ( iallery the next > ear. collaborated w ith Kurt

Schwitters in his Merzbau protects m 1922 and 192 s
. and worked

with H.ms trp on a series of photomontages in I92 ; Photomontage

served particularly well for her saiinc.il images m Dada-Journal, I9|9

(Rome, \chille Perillir1 and for Cut * f Berlin.

NationaJ-galerie) I he latter, exhibited at the International Dada

I air. is typical ol Hoch s aesthetic handling of a polemic theme.

Black and while photos ol cogwheels, gears, auto and locomotive

p.uts are arranged m an uneasy equilibrium w nh the heads ol gov-

ernment officials and members ol the conten " and theatrical

world Here, as in hei paintings and other photomontages and

collages, she works w it h in a context of manipulated scale, oppositions

ol organic and inorganic matter, discordant and seemingly chaotic

multiplicity . and startling!) singular relationships be'

I.

fans. 1976. 23

2

Rcpr. 6:. ibid

3,

Rcpr. 61, ibid

Mr



and images The explosive anti-art sentiments of the Dada movement
nevei destroyed Hoch's essentially aesthetic impulses; hei work
is careful I) constructed and her juxtapositions ofopposing materials

are light in spun Despite the pessimism of man) of her themes the

lyrical and formal currents in her work reveal an optimistic faith in

the power of art.

142

Hoch has also dealt forcefully with the feminine experience, using

objects traditional I) associated with women bits of lace, buttons,

clothing patterns. While she admits to the irony of such works as

I in Engaged Couple, 1920 (Paris, Edouard Rod it i); The Union, 1922

(private collection); and Hn Bride, 1924 (Berlin, NierendorfGalerie),

she claims no overtly feminist intentions for her work.4

I here is a purely abstract and lyrical current that runs through

Hoch s OeUVrt in woiks as vai ied as hei lace collages; he i sei k-s of

abstract watercoion buill around the figure 5, begun in 1919; mam of

hei oils; and in the spider) calligraphy ol a work like Drawing for a

Monument ofan Important /<v<< Shirt, 1922 (Kunsthalle, Hamburg).

In oil as well as in collage her work has the air of construction, and

her painted objects, in imaginative fantasies such as Vegetation

142s (Gehenkirchen, state ( ol lection), retain then sense of tangi-

bility despite the nrational perspectival and contextual relationships

Hdch made a final break with Raoul Hausmann .mil Herlm Dada in

1922 in Personal Uottoes* (Berlin, NierendorfGalerie), a collage

ot the same year, she WOVe the photos, lettering, poetry, mechanical

imagery, lacy fabrics, and the names of hei colleagues into a souvenir

ot personal experiences, friendships, .nn\ formal concerns thai

summed up hei life and personal credo Dm ing t he twenties and

earl) thirties she continued to woik simultaneously iii various media.

producing several scries ethnographic collages that were inspired

b\ a \ isit ti> the I esden ethnogiaphic museum in 1927 and symbolic

landscapes between 1920 and 1910 Hoch made two tups to Paris in

1924 and 192^ ami spent three sears in Holland between 1926 and

1929 m close contact with the I )e Stjjl gioup She maintained her

friendships with old colleagues, particularly Kurt Schw liters and his

w il'e. and continued her exhibitions w ith the Berlin November Group
ibegun in 1919) throughout the twenties and early thirties.

I he \eais between 1933 and 194^ were arduous; she was unable to

exhibit and although she did work, much of her time was spent in her

garden raising food for survival. Since 1946 she has had eleven one-

woman exhibitions m Berlin. Milan. Rome, Turin, I ondon. and

( asset. It was not until 1947 that she introduced colored photographs

into her photomontage work She continues to experiment, working

large!) in oil and collage and in themes that combine current events

(Homage to the Men Who Have Conquered the Moon, 1969, Collec-

tion the artist) with abstract beaut) [Beauty, Wisdom, Energy,

1969/70. Collection (he artist).

a

Ihid. . 27.

«

Rcpr SO, ibid.

h.

Rcpr 59. ibid
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Tailor's Daisy, 1920

Collage on paper

12'h x 9% in. (30.8 x 24.4 cm.)

Chicago, ( ollection Mr. ami Mrs. I \ Bergman

I he light and l> rical tide of Hannah Hdch's work reveals itsell m (his

collage, as ilocs her penchant foi turning ordinary objects and mun-
dane experiences mio imaginative and surprising arrangements.

Here she has gathered the elements of tailoi mg wedge-shaped

planes ol clothing patterns, flowing lines that trace the scissors' cut,

and broken lines that mark the direction ol seams against a gridlike

background of uncut fabric. Included also are snaps, hasps, needles,

and a zipper that runs the length and breadth ol the image, holding

and framing the still unsewn garment

Like man) other collages White ( l>>tnl\. 1916 (Berlin, Nierendorl

Galerie), and White I brm, 1919 (( ol lection the artist |, which this

composition resembles and the photomontages that predate 1947

this work is in Mack and white Its stiong linearity and absence ol

color have a graphic quality that recalls Hdch's early interest m
printmakmg. Her strong feeling for handicrafts is also evident in her

choice of subject and in the way she weaves dancelike rhythms ol

interpenetrating lines ami shapes into a tightly controlled Ol (la-

mental motif By juxtaposing the tailor's patterns with the artist's,

Hoch puns on the nature of pattern and playfully fuses craft with an.

humor with serious purpose

Although made during the high point ol hei Dada activities, this

collage has none of the shaip social criticism ol the photomontages

of the same >ears. It points, instead, to the more whimsical inventions,

present from the outset ofhei career, that were to become freet and
more apparent after 1922

The unlikely combination ol materials or images that gives Hdch's
work us quality of fantasy is less obvious here than in hei mote
thickly textured collages (Hommage i" -t//>. 192V Basel. ( ollection

Marguerite Vrp-Hagenbach, oi Fetishes, 1971, Collection the artist)

Like her lace collages [L'Astronomie, 1922. ( ollection the artist)

that juxtapose three-dimensional solidity « ith the pierced voids ol

filmy fabric, Tailor's Daisy depends upon suspension of normal
associations | he indi\ idual components of an article of clothing
have been extracted here from then usual context and assume a novel

identity. They are no longer objects w nh a specific purpose, becom-
ing instead forms and textures that are carefully integrated into a work
of abstract art.

142

The Tamei 1930

( oilage on paper

14 x 10! iini^fn 2'. cm.)

C hicago. ( ollection Mi and Mis 1 \ Bel

In The /mini as in much of Hdch's work, commonplace elements

ale combined to produce .1 troublesome, disquieting 111

central figure, comprised oi both male and female pans emerg
through a leai m the background \S ith its feminine conventionally

beautiful head played ofl against powerful, masculine arms, the

the figure remains ambiguous \is,) vague, but clearly an issue is the

question raised by the presence ol the seal, an animal form that sets in

relief the hybrid nature ol the human Running along ihe opening

anil UXNind the figure are a set ies <>| upholstery nail* that seem

hold [he background in place anil .ire echoed bv a vertical line of sim-

ilar nails at the lelt edge ol ihe composition

I hi I, mi, 1 is .in outgrowth ol Hoch s satirical Dadaisl work, but

unlike some ol the earlier collages it seems, .it hrst gl.mcc. to make
sense lis p.uts .ire at ranged in logical ^i.ili- relationships w nhout the

sp.it 1. il ambiguities prevalent in much ot her work, and there il

single focus on one central, monumental image Ihe large seated

figure inhabits its space like an icon, detached, distant, but strongly

human m its references, recalling ihe scale and pose ol traditional

Madonnas l"he work has a qualitv ol the absurd that aho character-

izes Hoch s I). id. 1 dolls and the constructions ot her triend Kurt

Schwitters \ssimilated into one concentrated image Hdch's usual

juxtaposition <>i contradictory parts here achieves a kind ot perverse

reconciliation I ike the images ot Surrealist artists ot the same

period Jean \ip. Max 1 inst. and Joan M110 and Hd
current portrait coll -

1 ollection the

artist; Russiai D ''
< ollection \ Don

Braunschweig; and D '' illection the artist),

Ihi Tatnt • taps sources nl fantasy and ihe unconscious However

it relies less upon spontaneity than upon deliberate construction and

intellect Ihe work is conceived hrst as a broad, unified image and

then composed from Carefully chosen single parts Ihe contextual

contradictions that give / 1 its air of fantasy ultimately

derive from Ihe artist's intellectual concern with selection and

arrangement

Although this is a fairly early work, it reveals the aesthetic preoccu-

pations that have engaged Hoch throughout her career a serious

concern with formal construction and an effort to combine experi-

ence and art. humor and Iv ricism.
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I iuln'% Scrhcona Popo>a

Russian. 1889-1924

Bornof a cultured famil) neai Moscow, Popova was enrolled first

m Yaltinskaia's Women's Gymnasium, then m Vrseneva's Gymnasium
m Moscow, m 1907 \i about the same time she also began to stud)

painting senoush with Stanislas /huko\sk> and Konstantin ^ IKMl

m Moscow. In 1912-13 she worked m Paris, attending the studios

of the C ubist painters I e I auconnier .mil Metzinger, where she mot the

Russian painter Nadezhda I daltsova Popova returned to RihM.i in

l^l ) .mil began to cvhihu with the avant-garde she sent work to the

Jack of Diamonds ( Moscow, 1914); rramwa) \ andO Miiivtiogi.nl.

1915-19 16); rhe Store and the fifth Jack of Diamonds (Moscow,

1916); and 5 x 5- 25 (Moscow, l^:h She was appointed to teach al

Svomas \ khutemas m l^is and i»n years latet «.^ chosen membei

of Inkhuk, a post she left in late 1^21 to devote herself to utilitarian

design. In 1^22 Popova designed sets and costumes foi Meyerhold's

production of Crommelynck - nanimous Cuckold, and the

follow mg > ear tor s rretyakov's l..'ti; In her last year,

Popova worked on textile designs al the I irsi state rextile Factory,

Moscow

143

I milled (Human Bust), 1912

Oil, sand, and collage on cam. is

\ 17V* in. (52.2 k 43.5 cm.)

New ^ oi k. I ins Mestre Fine Krts

Popova's paintings of 1912-13 demonstrate a full arsenal of < 'ubist

devices: the subdued palette, the combed texture of hair, the sand

and wallpapei elements, and the simplification ol certain shapes to

cylinder, plane, and cone l rom I uturism Popova had absorbed the

formal fascination of the interpenetration ol Hgure and environment;

in out picture, Popova has exploited the analog) of the intersecting

planes of the cheek w nh the intersecting planes in the corner

of the loom in compai ison » ith her slight I) latei works such as the

Traveler, 1915 (Los Angeles, Norton Simon, Inc., Museum of Art),

anil Violin, 19 14 (Moscow, r*retyako> Gallery), this painting is

relativel) simple, almost schematic in both composition anil in the

use ol collage elements

In the absence of reliable documentation, it is tempt mg to suppose

thai this earl) cam as mighl be a memento of Popova's study with

I e I auconnier ami Mel/mger that she brought hack to Russia in

191 1 Mthough there are no exhibition references to this painting at

that earl) date, its theme does correspond to a painting entitled

Figurt • Housi • Space, which Popova exhibited in Tramway V.
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Sophie I acuner-Arp

Swiss, IKX9-I9-M

143

I he work nl Sophie I aeuhei \ip. w ho w as Nun in Davos. Sw it/cr-

land, .irul received her prnleNMnn.il training in the decorative arts a)

Saint-Gall m Munich anil at the Kunstgewerheschulc m Hamburi
generally associated with thai of her husband, the sculptor Jean

\ip \i times, indeed, the two artists collaborated on works such

as Duo~Collagt (!918)or Dm On and Rearranged I

and, moat notably, in the creation. »nh rheo Van Doesburg, o( the

modernist cafe restaurant complex. I Vubetle, m Strasbourg 1 1927-28)

laeuher- \ip became membei of the Schweizerischei \>crkhund m
1 ** I

^
. the yeai she met Jean \rp. she taught weaving and embroider)

at the School oi \rts and ( talis 111 Zurich from l^u> to 1^2^ and

published a small hook on hei specialty in 1927 ' \t the same time she

participated, mainl) asadancei (she studied with KuJolt von I aban),

inthe lively Dada activities at the < afe Voltaire in Zurich rhereher
fellow Dadaists included \tp. Hugo Hall. Emmy Hennings,

Kichatil Huelsenbeck, Marcel Janco, and fristan fzara

Mthough she turned to abstract, oi rather, as she and her colleagues

preferred lo think ol it "concrete** painting as earl) as 1915. and to

i el iel sculpture in 1931, I aeuhei \ip continued her work in the

decorative aits throughout hei careei she created the imaginative

marionettes and decor for Carlo Gozzi's / • 1918 and the

interioi decoration ol abstract rectangular designs tor the tearoom of

I \uhette. where she was also responsible lor the stained glass, the

billiard room, and several othei aspects of this ambitious collaborative

project When she and \rp moved to Meudon, outside Paris, in 1928,

I aeuhei- \ip planned the house and designed the furniture. In 1937

she founded the short-lived review. /'/<n/i</..

^ et I aeuber- \rp managed to devote a gre.it deal of her attention to

the formal problems ol pure painting and relief, indeed, she is one of

the first artists, perhaps because ol her background in the decorative

arts, to have env isioned abstraction as a point of departure rather

than seeing it as the result of a pi. . ilution Both she and

I.

Sophie Vrp-Taeubcl and Blanchi I

K<r detailed information on I

ative arts and teaching, s

i

Ihid.. 103

)

I I Daval S - romandc'
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\ip created abstract work m embroider) and weaving in about 1414-

18; at the same time both were experimenting w uh the effects of the

"laws of chance'" in torn-paper works. Her first paintings, m \^\t>.

were watercolors and drawings of colored rectangles, sometimes

enriched « uh little curv ilinear figures. In succeeding years she

reduced her repertory almost complete!) to rectilinear forms and

triangles. achiev mg a climax in this mode w uh the majestic Triptych

of 1
*->

1 S . subtitled ' i rtical-Horizontal Composition with Rn //•/.><<//

Triangles. Her most distinctive creations, however, hoth in the paint-

ings and in the wood reliefs of the 1930s, are marked bv the use of

the circle and of circular forms. Indeed, in the words of one critic.

Hugo Weber, she ma) be called "the artist of the circle "'

Although the individual forms of her mature works nu> be simple.

their deployment, their suggestion of space and movement, and their

subtle interpla) of color-rhythms are often extremel) complex, sug-

gesting the existence of underlv ing mathematical permutations

These works are strict, pure, and geometric, with little ol the organic

evocation or metamorphic whimse) of her husband's sculpture

In Paris. laeuher- Arp was associated with the C eicle el ( aire group,

founded bv Michel Seuphor and rorres-Garcia, as well as with the

Abstractions reation group, in which she participated with Herbin.

kupka. Vantongerloo, Gleizes, anil other proponents of non-figural

art from 1931 to 1936 In 1 940 she and trpleft Paris, settling in

Cn.isse from 1441 to 1942 In 1442 the couple returned to Switzer-

land, where Sophie laeuber- \rp died in /unch. as the result ol a

flaw m the heating s\stem of her bedroom

144

Liuli- Triptych I <
i Vertica II • ntal Rhythms. Cut and Pasted

on a White Ground, 1414

Watercolor on paper

8', x 12^6 in. (21 x 31 cm.)

Basel, kunst museum
Gift of Marguerite \rp-Hagenbach

Hoth I aeuber- Arp and Jean .Arp worked in gouache and w.iieicolor

in then earlier abstract experiments. Roth also worked in watercoloi

and pasted paper, sometimes in collaboration, to capture the chance

effects sought b) the Dadaists. Vrp himself gives [aeuber-Arp priority

m devising mi 1916) watercolors in which squares and rectangles of

brilliant COloi are juxtaposed horizontal!)* and vertically.'' Among
1 aeubei \ip\ most successful works of this type is the gouache

Composition in Quadrangular, Polychrome, Dense Spots, created

in 1^20.

145.

Activated Circles, 1934

Oil on canvas

28",,. x J9% in (72 5 x 100 cm.)

Basel, Kunstmuseum
Gift of Marguerite \i p-Hagcnbach

In both the paintings and wood reliefs made In Sophie lacuhcr-

kip during the 1930s, the Circle has an important position, sometimes
segmented, sometimes as a conical projection, and sometimes played
against rectangulai forms Despite the hermetic sn ictness of the com
position of -l< ii\iii, ./ (.in les, there is a latent element ofd) nam ism.

a sot: ot abstract choreography, suggested bv this abstraction and
i e it eiated bv its tale Indeed, because of the ver) sti ictness of the com-
position, the slightest deviation from geometric regularity creates an
intense sense ol movement

rhesculptoi Max Bill has analyzed the Activated Circles in a series

o\ diagrams thai reveal the underlv mg vertical and horizontal rela-

tionships of the painting, the dev i at ions from strict verlicalilv and

horizontal!!) that enliven n. and the complex interpla) of the ton i sub

ducd colois Mack, giav. light blue, and dark blue. Says Hill

One might be tempted to see in these colored dots the balls of a jug-

gler oi the dice of a gambler, but quickly one notices that they have a

different meaning anil cie. lie a rhythm, A moie careful examina-
tion reveals an Old< I

I he title of this lyrical, modest I v scaled, vet compelling work niav

well refer back to the powerful, large-scale triptych of I S> I K. I ( rtical-

Horizontal Composition with Rciipr,>ail Triangtt t, each section of

which measured 44'.. x 20% inches In the Little lnpr\ih. the parts

have softer, more wavering boundaries, the colors are more fluid, and

the spatial relations suggest a weightless equilibrium among the

blunted squares and rectangles, as opposed to the sharply defined rela-

tionships among firm, hard-edged shapes of light and dark color in the

larger work of the previous year An effect of randomness, of relaxa-

tion of the rules, is created by the structure of the l.ittlt lnpi\< h

a similar effect of softened vet meaningfully cinirdmated rectangulai

color relationships is created in the artist's f >, , I ertit al-Horizontal

Rhythms, a gouache of 1914 in the collection of Max Bill.

Cited in Si

H Read. Tht Art of Jean ( N x

6.

Max Bill, cited in S
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Mario* Moss

British. 1890-1958

Marlow Moss, .in extraordinary woman and important twentieth-cen-

tur> artist, is relativel) unknown to the gcncr.il public In pait her

obscurity is due to the loss of a major part of her output in a bombing

that destroyed her house anil atelier at Cdauciel. I ranee, in 1944 It is

also true that she rarelv sought puhl icit> and was content to live and

work quictlv in \ ranee or in the hnglish countryside al Pcn/ancc

m I ornwall. During the 1930s her Neo-Plastic st\le was familial 10 art

ists and connoisseurs of the Abstraction -C reation group, of which she

was a founding member, and from 1946 onwards she exhibited regu-

lar!) at the Salon des Realties Nouvelles and in group shows in I on-

don. Paris. Holland, and Switzerland Her work, on occasion, w .is

mistaken for that of Pict Mondrian. her mentor and the weltspring

of her inspiration, n is, however, original I nhke Mondrian, she

sought a solution to the problem of translating physical energies into

abstract equivalents b> mathematical rather than b> intuitive means

I sing arithmetic equations and other materials in addition to paint.

Moss transformed the elusive processes of nature into concrete and

original works of art

She was born Manorie Jewell Moss to an upper-class English famil)

w hose values and wa\ of lite were to conflict w ith her own tastes and

temperament. Music, which was later to plav an important role in her

art theory, was her all-engrossing interest in the earl) veais Hv age

twelve she had reached a high level of accomplishment as a pianist.

Her adolescence was marked bv a series ot difficulties and emotional

tensions, particular!) her famil) S strong opposition to her serious

involvement in the arts. I uberculosis curtailed her musical studies

and forced a long period of inacnv nv After her recover, she turned

first to ballet and soon after expressed her desire to study art I he

resulting objections led to a final rupture with her famil) and emo-
tional conflicts that were not to be resolved for several long and

difficult years.

Moss spent one year at the St. Johns Wood School of Art. probably

1916-17. then transferred to the Slade School. She was more inter-

ested in controversial Post-Impressionisi and Cubisi art than in the

academic naming that seemed lo her imitative and meaningless.

I rustraled and suffering from the rejection of her work, she left the

Slade School in I9|9 In a state of emotional distress, she shut heiselt

awav in a cottage in ( otnwall \ fortuitous encounter w ith a biograph)

ol Marie ( urie helped to revitalize hei energies,' and she returned to

I Oltdon to create a new hie aiul direction.

she now began a period of emancipation, attempting to purge herself

ot emotion, to develop the broadest intellectual capacities, and to free

heiselt ol Conventional mores. She took the name Mai low Moss and

began to steep heiselt in philosophv >\na literature, among other sub

jects Hei spintual sustenance derived from Nietzsche, Rimbaud,

Marie ( urie, Rembrandt, van Gogh, and Mondrian Until the crucial

veai 1927, when she spent a short holiday in Paris and decided to

establish heiselt permanently in I ranee, she attended sculpture classes

at the Municipal \it School in I'en/anee and worked in hei I ondon

atelier in styles varying from Impressionist to ( ubist.

Moss sought a mathematical formula bv which to choreograph on

canvas the essential relationships ot space, movement, anil light.

Mondl ian's work, which she lust saw in the original in Paris in 1927.

directed her quest She met him personally in 1929 and saw him fre-

quently until his departure from Pans nine years later. She studied

with \meilee O/enfant and learned ( (instruct ivisl technique with

I ernand I egei at his Academic Model ne - In 1929 she produced her

(list Neoplastic paintings. She eliminated illusionist ic space anil

Curves, adhering to the flat surface of the canvas and using only angu-

lar geometric shapes; she limited her palette to red. yellow, blue, gray.

white, and black Moss strove tor open, reduced form in order to

interpret space and movement through rhythmic line and color. I he

problem ot light as a v ital energy obsessed her from her earliest aware-

ness of its function in the canvases of Rembrandt, the Impressionists,

and van Gogh. In her own work she experimented with layers of

extremel) thin coats of white paint, sometimes mixed with a touch of

I

In gratitude she lefi a legacy lo the Marie Curie cancer lund in her will

2

Shi- later said. All I understand of the an of painting I owe lo his
[ Leger'g]

criticism." Zurich, 1973, n.p.

3.

Ibid

4.

Ihid.. nos. 16 and IX.
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one primary, to achieve a luminous ami radiant surface I <> realize

her carefully balanced compositions she worked with compass, ruler,

and pencil, arranging precisely drawn colored forms on sketch p.ipei

Moss introduced the double-line composil ion al the Salon des Sm in

dependants m 1930, two years before its appearance in Mondrian's

work. In a letter to the maslci she explained that she had found the

single line too static, am i-rh> ihiinc and compositional I) limitii

In an attempt to retain the constructive element in her work without

depending upon the counterpoint ol black line against white ground,

she began, about 1935, to add pieces ol l men. thm plastic wire, cord,

and other materials to hinld up a teliel effect in all-w lute composi-

tions. In het WOI k aftei V\ 01 Id \V .11 II, Moss lelui ned to black lines ami

color, sometimes substituting rectilineal white slats loi lines in oidci

to achieve the spates! suggestion ol toim In the final si\ compositions

of her life the superstructure ol Moss's ( onstructivist scheme foi

space, movement, anil light became all hut invisible and was Carried

by color alone

Moss retui ned to England v ia Holland in 1940 at the outbreak ol

World War n. in ( ornwall she began the studv ol architecture that

was to serve as the inspiration lot her three-dimensional metal

constructions. I he departure point lor some of her sculpture is the

continuous loop of Max Bill and the elegant, polished surfaces and

curved geometric shapes of Mans \rp. She also made constructions

thai are sculptural equivalents of hei angular Neo-Plastic paintings '

During the last years of her hie Moss woi ked toward an economical

and increasingly reduced use of form while maintaining tight com-
positional structure. In 1953 and again in 1958 she was presented in

one-woman shows at the Hanover Gallery in I ondon. Posthumous

exhibitions other work were held at the Stedeluk Museum in Amster-

dam in 1962. at the Municipal Hall at Middleburg in 1972. and

at the Gimpel and Hanover Cialene in Zurich in 1973-74.
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White and Km 19

( )il on canvas w ilh red thread

t 17% in. (63 x 45 cm i

/in ich, ( iimpel and Hanover ( i.det ic

H lull ntni liliu is an example ot the delicate balance and sovereign

purity ol Moss Neo-Plastic compositions rh is canvas dales from

the beginning period ol her experiments with relief Here slender

lines of red thread, set against .i luminous white ground, replace the

thicket hl.n.k and giav grid patterns ot earlier work Reduced U>

the bates! suggestion «>l toim. the n.ittow lines intersect at right angles

anil meet, at center lett and lower right, the resistance ot rectangles

overlaid in white I he lines are suspended in sp.ice. midwav between

rhythmic Continuity and abrupt arrest I he tension between move-

ment and st.isis. the materiality Ol thread and the void ot open space

is an arrangement ot the abstract forces ot energv Moss uses ,.<>lor in

a Complementary sustention of flow and recession, balancing the

thinness ot ted against the solidit) and weight ot the blue rectangle

at lower right

In an attempt to create an analog in painting tor the torecs ot

nature. Moss used line and color as equivalents ol plane and volume

Wanting to achieve the purest expression of movement, space, and

light, she continuously attempted to reduce form, replacing it with

color and rhvthm I he prevailing harmony and refinement of ft luit

and Win derive from the pine plasticity ot Mondrian's can

.

Here, however. MOSS* own v is ion is evident in the inclusion ot

concrete, three-dimensional material, the suspension and reduction

of line; and the spatial resonance ot her ground.
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Agnes I ait (Mrs. William McNnity)

American. 1897-'.'

A native of New s ork ( uy. \gnes rail received her training at the

National Academy of Design. I'ntil the onset of the Depression, she

exhibited on a regulai basis in New York and was particularly noted

foi decorative panels ihai exploited lacy friezes ol tree t<>rm\ and

elegant profiles of animals or flowers poised against Hal metallic

backgrounds.

147

Skating in ( tnlrnl Hark ca I 9*4

Oil on canvas

• i in. (86.7 x 122 J cm |

v\ ashmgton. I) < National < ollection of I mc Arts

Smithsonian Institution

Throughoul the Depression years rail was active in a number ol fed-

eral art agencies and. perhaps as a consequence of her involvement

w ith "Art tor the Millions, hei attention turned to narrative and tig

ural painting, which st ill retained an emphasis on decorative v.dues

During the winter ol 1933-34, she became afl easel painter lor the

Public Works of An Project m New > m k While serving wnh the

W P \
's I ederal Art Project, she was introduced to mural painting as

member of a collaborative team charged w nh the decoration ol Belle-

vue Hospital in 1937. In 1939 her canvas Olivi Grovi Wallorca

decorative stud) of figures and animals m a tree-tilled landscape, was

selected for inclusion in the Gallery ol Kmerican \n roday at the New
York World's I air Sketches that I ail had submitted to earlier mural

competitions of the rreasury Department's Section of Fine Vrts

resulted in an independent commission to decorate the I S Post < Hlicc

in I aiirmsburg. North ( arolina. in 194 1 Her mural tne/e in the

lobby of that building was entitled Fruits oftin Land.

After \\ oi Id \\ ar n, rail moved to the artists colony al Santa I e, New
Mexico, where she divided her time between pnntmaking and illus-

trating children's hooks. Her best-known lithograph of the period,

The (>UI Friend of 1950. combines a decorative interplay ol delicate

profiles of kittens and the spare branches of trees in winter with a

strong, humane interest m the elderly woman who befriends homeless

animals. Tail's illustrated Storybooks include Pelt rand /' nn\ <>t the

bland 1 194 1). Heidi [ca. 1950), and Pacu's Wracle [1961]

\gnes rail's Skating in Central Park was executed early in 19*4

while the artisi was employed by the first of the federal art programs

of the Depression years, the Public Works of An Project Because the

P\\ \P represented the earliest formulation of what would become
a massive New Deal rebel and patronage effort on bchalt of destitute

artists, that agency S stylistic and iconographic guidelines were still

tentative Artists were merely informed by Juliana I orce. director of

operations tor Sew >, ork'l Region No 2. that "the American Scent-

was the subject matter preferred lor works of art to be allocated to

federal facilities

rah conformed to "the American Scene proviso with a view of skat-

ers in ( entral Park Her canvas, however, is tar from an artless slice of

urban life served up to till the demands of relief employ ment Instead.

Skat in a in Ct niral Park reflects many of the complex stylistic trends

informing the art o\ the period, trends that the catchall phrase "the

American Scene ' has all but obscured I here is. for example, a strong

abstract and decorative sensibility at work in I ait s crisp patterns of

bare tree limbs silhouetted against snow and sky . and in the flattened,

stereometric figures making rhythmic patterns across the canvas

I hese swelling patterns are subtly reinforced by the countervailing

curves of hillocks and the bridge at the right The treatment of the

hoy w nh two dogs, just below the tree that marks the center of

the painting, defines I ait's aesthetic. The splayed figure controlling two

heraldic animals — the Cnlgamesh motif, in fact is a traditional
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staple m the repertory of the textile designer and the decorative art-

ist, and us use here recalls rail's own decorative screens of the twen-

ties I his sense of strong, clear surface pattern can also be said to form

the basis for the nascent American mural movement of the late twen-

ties, which came into full Rower when the catastrophe of economic

depression prodded the government into making work for unem-

ployed artists, l ait's concern for the integrity of the canvas surface

and her emphatic, rhythmic movements across that surface relate her

to rhomas Hart Benton and Boardman Robinson, the instigators of

the American mural renaissance of the earl) thirties.

The narrative flavor of Skating in Central Park allies I ail w it h the

main current of American genre painting, buried bv the impact of the

trmory Show but quietly revived as the Depression approached. Rie

subject chosen here places I ,iit in a sequence of fun-tilled glimpses of

wintrv New York at plav that runs from Winskm Homers illustra-

tions for Harpei i Weekly through William Glackens' Central Park,

It inii ' (1 90S). Kenneth Haves Miller, who returned to the skating

theme repeatedly m the twenties, lending il a timeless heroism through

calculated compositions derived from Signorelli and the Renaissance

masters, mav have influenced lait's handling ofhei tigutal tvpes Hei

closely shaped costumes, which conform to and stress the bulbous

outlines of heads and bodies, recall the dress of Miller's swaddled

ladies and children

insinuate America's right to a place in the ongoing art historical

tradition of the \\ est

\gnes lait's Skating in Central Park therefore embodies, at a remark-

ably early date, a number ofdistinO and crucial factors at woik

beneath the rhetoric of "the \merican Scene": a mural quality, a

renewed concern for the power of native iconography, an interest in

d ist i net l v American forms of artistic expression, and a desire to view

American an ,\n<.\ hie in a broader human and historical context.

lait's message was not lost on her contemporaries. I his painting was

selected for inclusion in an exhibition of the best of PWAP work
across the nation, held at the c orcoran c iallery in \pi il of 1934, and

was subsequently chosen bv l ranees Perkins for display in the Depart-

ment of I aboi I throughout the Great Depression. Skating in Central

f'urk spoke to those most directly concerned w ith the plight ofsuffet ing

Americans of the human grace and dignity of their fellow cm/ens.

ml Park, with its animated cast of scattered characters

deployed for decorative effect, also suggests rail's familiarity wuh
American "primitive'' art, especially the newly discovered work ol

Joseph Pickett. Primitivism. as a native and unspoiled toim ol \mei

ican expression, attracted scholarly attention and achieved mass pop-

ularity just before the Depression, thanks to the efforts ol Holgei

C ahill and I he Newark Museum \ neo-prinutive school of \nun
can art quickly developed in the years after 1^ JO Doris I ee is the best-

known painter of this group, and her Apnl Sturm, Washington V///./M

(ca 1933) is virtually identical to I ait's painting in its suit

rhvthms and decorative emphasis [ he s.ilient difference is that

whereas I ee stresses the antic behav lor of her figures, to the point ol

creating a caricature of both New ^ orkers and the \merican primi-

tive stvle. rail retains respect for the dignitv of her subjects and the

integritv of her art

I his respect is reinforced bv the obvious similarity between Skating

tral Park and the works of Pieter Hruegel the Elder I ait *s

trees, animals, and silhouetted figures are closely related to Bruegels

Rcitirn >/ tin Hum, m while her golden, glow ing palette duplicates

that of Bruegels peasant dances and weddings, \lthough Miller and
his |4th Street School followed old master examples compositionallv

.

lait's procedure seems to derive from drant Wood's deliberate use

of Flemish conventions and techniques to link the life of everyday

American tvpes to an ongoing historical continuum, and thus to

318



Ka> Sage

American, 1X98-1961

148

I he Surrealist p.nni • .^. 1 1 h hef husband. >

ranguy, a predilection for ab imetimesbio-

morphic sometimes architectural forma, often in deep spatial \
i

["hough small in Kale, her paintings .ire often surprisingly monu-
mental intheii effect Heroeuvre includes objects and col .

well .is p.n Mings I he artist ,ils<> published several volumes "I Vt

and her autobiography .is >ei unpublished, entith

completed in 19

Ifcun in Mbany, New Vorl ihv paret red m I urope,

mainly Italy, during the early pari >>t her lite, w ith a shun v isn home
in the l nited States during World Wai i when she attended the

Fashionable Brearley and Foxcrol narried

Pi incc Ranieri di San I austino, whom she divorced m I9i v I he

ariisi studied briefly .ii the Scuolo I ibera delle Belle \rti m Rome
and had her tusi solo show m Milan in 1936 at the ( ialleria del

Mil ume While in Italy, she wrote and illustrated a hook ol children's

poetry, called / inder the name of k Ji s

I austino

\i the outbreak ol World \x ar it, she returned permanently to the

l nited States anil in I94ti. the yeat she married the I rench Surrealist

> ves I anguy . she had her first \mencan exhibition at the Pierre

Matisse Gallery I he couple settled in 1941 in Woodbury. Connecti-

cut, where their circle included such art world figures as Hans Kichter.

the Surrealist artist and film maker, the sculptor Naum Gabo; the

painter Peter Blume; and the critic James Ihrall Sohv. who was

one ot Sage's strongest admirers

ranguy had developed a unique Surrealist sl\le of abstract, deep-

spaced illusionism, in which the paint was applied with a tight,

invisible facture that played up the ambiguity ol the visual statement.

I ike I anguy . Sage evolved a manner in which the minute realism

of the descriptive surface is played against the patent unreality ol

i-

ITiis m.inusenpi is in llu \r>j I am
grateful (o Stephen R Miller, who • efinilive

siuJv ol ihc ariisi. lor ihis information
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the motif. \t limes, her mat surfaces and self-contradictor) v Mas.

articulated b> means of architectonic tonus, arc reminiscent ofsimilar

strategies in the stvle of the Italian Scuola Metaftsica, which hail

played a role in the formulation o( Surrealist imager) In ls»a~ Sage.

along with ranguy, \rp. Duchamp, Malta, Giacometti, and man)

others, took part in the last major group show of the Surrealist

movement, organized hv \ndre Breton and Marcel Ouchamp at the

Galerie Maeght m Cans in 1950 the artist exhibited at the c atherinc

Viviano Gailer) in New York, where she was to exhibit in 1952.

1956, 1958, I°m' the year of a retrospective show ofhei work from

1937 to 1958 and m I^M Her painting was included among the

works of American artists shown at the American Pavilion at the

Brussels World's I air in 1954

\ loint exhibition o( her work anil I angU) 's at the \N adsworth

Alheneum in 1954 revealed the substantial differences between the two

artists' stvles despite their superficial similarities - Sage's formal

language is characteristically rather angular and harsh, hei compo-

sitions illuminated b> a mysterious, melanchol) light Her colors . t u-

subdued and earthy, lacking the jewellike preciousness of ranguy 's,

and her motifs characters! icallv suggest scaffolding of some kind,

sometimes molded into perverse!) organic or even anthropomorphic

forms as m the unlikely, eeril) metamorphk head oi Small Portrait

1 1950, Poughkeepsie, Vassal ( ollege \n Gailer) i \ major retro-

spective of Sage's work was held al the Matlatuck Museum. Water-

bury. Connecticut, m I

1"

148

49 1950

Oil on canvas

18 x 15 m (45 7 v J8 i cm.)

Signed and dated kav S..ge '50

Williamstown, Massachusetts, Williams College Museum ol \m

Bequest of Ka) Sage rangu)

This work is typical o( a group ol s.ige s canvases from the mid-forties

through the fifties in which an architectural scaffolding or frame-

work is combined w ith draper) in order to suggest an equivocal

w mdowlike motif Other works w ith this mclancholv . at times vague I.

threatening, iconographv are h • • New ^ ork. Museum of

Modern Krt); Quote-l nquoh il^sv;. Hartford, Wadsworth
Atheneumi: and A 158 Washington. D.<

Monagan ( ollcgei I he draw mg that defines the complcv.lv inter-

related forms is clean, the brushwork almost imperceptible, the

imagerv at once modest vet compelling in its austerit) and its evoca-

tion of continuing space and incident bevond the literal boundaries ol

the small frame. The image, though authoritative, ultimate!) escapes

exact definition. In the words of the artist herself "
I here is no reason

whv anvthing should mean more than its ow n statement.''

'

B[uckL

Sage. 1961. quoted in Watcrbury. 1965.
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Franciska Clausen

Danish, h. 1899

In the important international exhibition ol avani garde an organized

by the Societe Anonyme in I92(> and held at I he Brooklyn Museum.

Francisca (sh ) ( lausen was one of the two aitists representing Den

mark. Accompanying the reproduction ol hei abstract, architectonic

canvas in the elegant catalog was the information that she hail

recently "come to Paris ami joined the group ol young aitists who

have gathered around I eger. However," continued Katherine Dreier,

author of the text and pi line movei ol the Societe \ikhiv me. "she has

kept her own personality intact and is considered by I egei \sh I
as

one of the most gifted ol the gioup ."'

Franciska (lausen was born in the Danish cits ol Kabenraa, which,

until 1920. belonged to ( lei mam she studied art in \N eimai

,

Copenhagen, and Munich, where she attended Hans Holmann's

school from 1921 until she went to Berlin in 1922 Iheie. at the

avant-garde gallery Dei Sturm, she encountered I aszlo Moholy

Nagy. then one of the leaders oi the movement tow .ml pure abstrac

tion. Under his influence ( lausen moved in two not unrelated

directions: toward reduction of formal elements through the medium
Of collage and. at the same time, toward extremely objective, it

simplified, representational painting, such as The Laddei | Woholy

Nagy's Studio in Lutzowstrasse, Berlin) t( ol lection the artist), winch

was exhibited under the auspices ol the radical Novembei ( uoup at

the (neat Berlin Art Exhibition of 1923.*

In 1922 a major exhibition of Kussi.m ( oust i net i\ isi ,m m Bel tin

brought such figures as II I issit/kv and Natan \ltntan to that city

Particularly impressed by Altman's pictorial self-discipline and

innovative social ideas. ( lausen began to see art more and more as

an objective solution to purely formal problems rathei than as a kind

of individual self-expression.3 In 192^ she studied foi a time wnh
Alexander Archipenko. a leading ( onstructivist. She went to Paris

in January 1924. where she became one of the first women students

in Fernand I eger's studio at the Kcademie Moderne. she was followed

there by several other Archipenko students, including a group that

soon became known as "The Scandinavians." including, as well

as herself, < )tt<> ( arlsund ami I i ik Olson; these "Scandinav ians" soon

became Leger's most outstanding pupils it encouraged them to

exhibit, participating w nh them in a show at the Maison \S atteau, the

Swedish House "i ' ulture in Pal is. financing ( >tt>> ( arlsund's hrsi

solo exhibition, and in l'<2K. expiessing a w ish to do the same '

I ranciska ( lausen she. however, refused his offer, doubting that her

woi ks were good enough '

I egei s pupils worked in a communal atmosphere, often col labor

ating on joint projects oi executii . mceived by the master

In the mid 1920s ( lausen. like the rest of this group, turned her

attention to various problems < it composition Perhaps the mam
issue, at least from 1924 to 1926, was the enrichment ot abstraction bv

means ot representational or even /'. •".,", t'ueil elements ( lausen

played a quite literal role in one ol I eger - paintings that achieves

this objective hers is the profile to the kit m his important ( ompo-
sition with Profili > Figurt i>t 1926 (Paris, Fondalion Le
( orbusier), which was one ol I eger s most controlled and powerful

Purist statements, and a cherished possession ,it I e ( orbusier's she

woi ked on v.u ious problems ot composition involv mg the inter-

action ot simplified, purified shape-elements, derived from con-

temporary life, within abstract pictorial contexts \i ihe same time,

she was still attracted bv putelv torrn.il issues ot architectonic con-

struction, as exemplified by hei Composition ol 1925 (formerly in

the collection ol the ( omte vie Noailles I his tendency

toward pure abstraction was emphasized bv her contact with Mon-
th lan. \ip. .nn\ laeuber- \rp. and her joining ihe ( erele el ( arre

group, with whom she exhibited in !9>n Ihe impact ot Neo-

plastic ism and art concret mav K- seen in many of her works of <

o 1930, such as hei Veoplasticist Compositioi (ca 1928. Lund,

Prol Oscai Reutersward) or hei Venice ll ntai Composite

gouache of 1930 (Stockholm, Moderna Museet); her Circles and

Squart i of 192s K ollection the artisti might well be compared with

Sophie I aeuber- \tp s related works of the same period isci

example, cat no I4v although it is somewhat later i

I.

International Exhibition oj Mod* >rn \n Irranged b) the Societe Anonymi
tin- Brooklyn Museum, text b) Katherine S. Dreier, New X. ork. 1926, 10 Dreier

anil the Societe Anonyme consistent!) supported the work ,>i avant-garde women
artists: the Collection of the Societe Xnonv meal ihe X ale t Diversity Xn Gallery

contains work by rour Donas (Tout D'Onasky, ca 1896 '), purportedly "the

hrsi woman abstract painter"; Nadezhda Udaltsova; Ragnhild konr (1889-1943);

Jacoba v.m Heemskerck (1876-1923); Sophie laeuber-Arp; Suzanne Duchamp
1 1889-?); anil several other women artists See ihe ( ollection <'i the v... iete

Anonyme: Museum oj Modern In 1920, Yale University \rt Gallery. New
Haven, 1950, 17-18. J8-39, 40. >:-M. 68 <>". I 11

2.

See Vndersen and Hansen, repr. -to

3.

Ibid.. 168.

4.

Ibid.. 169.

s.

See London, The rate Gallery, Legerand Purist Paris, 1970, so and repr.
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Vfter her return to Denmark during World War u, she executed an

important series of collages, beginning in 1950, but has devoted

herself in reeeni years mainly to the production of quite conven-

tional, realistic portraits

149

. with Pipes, 1929

Oil on canvas

\ IS'-,,; in. (61 M4h< cm.)

Aarhus (Denmark) Kunstmuseum

i cue with Pipes is an important example of Clausen's oeuvre at a

moment when Surrealist ideas ma) have begun to infiltrate and soften

her Purist stylistic formulations. 1 he various elements of the painting

can be related to similar ones habitualh used in the twenties bv I cget

and the members of his circle I eger himself, fol example, had

depicted pipes in a similar sort of sharply divided abstract space in his

The Two Pipesot 1925 (private collection);* the same kind of stylized,

floating flowers figured m his Still Life of W2~ (Bern, Musee des

Beaux-Arts);1 and the classical shapes of the urn relate to an> numbei

of similar forms in his works of this period,

Clausen, too, had been working w nh the formal contrasts resulting

from the insertion of quite solidl) three-dimensional objects into pic

tonal contexts dominated b\ schematic reductions of standardized

objects or abstract elements Her Bat ol 1927 il \ngb\. ( ollection the

Commune), for example, combines a convincing]) shaded flask and

piled up saucers with a schematized pipe and glass and sweeping])

abstract architectural shapes In her monumental r< lit • ol

1926 (Skive Museum I.
1 " one of a series of representations of

machine parts, she surrounds the relative!) realistic principal element

with a variet) of abstract and relative!) representational sub-themes,

within a precisel) delineated planar, non-representational, yet

somehow suggest ivel) nautical, context

1 ,.-< with Pipn is peculiar!) C lausen's creation and unique to this

period of the ver) late 1920s and earl) '30s, when, in both her work
and I eger's. the impact of Surrealism was softening forms, loosening

composition, increasing ironic and incongruous juxtapositions ol

objects or spatial disposition, and, ai times, interjecting an unexpected

sense of organic growth." Here, the diagonal, upward -shooting

rhvthm of the colorful, rather strong!) modeled pipes emerging from

the.lagged, torn "pouch** contrasts strong]) both with the equal!)

colorful — abstract background and with the softer, drooping curves

and rhvthms of the extremely different right-hand side ot the painting

I his side is dominated bv the serene grav form of the classical urn pro-

hie against an equal I) grav background, enlivened bv the simplified

flowers and. above all. bv the spnghtlv . Iv ncal butterfly . Ironical!) .

the world of inorganic objects to the left seems far more vigorous and

energetic than that of organic nature to the right, from which it is so

sharplv distinguished, despite the triangular element at the base of the

painting that cuts across both areas. In a semi-Surrealist context of impl

sexual overtones, it might not be too far-fetched to see subtle references

to masculine versus feminine qualities in the exaggerated 'contrast of

objects " between the left-hand and right-hand portions of the painting.

I4W

ICIl

XnJcrscn an J H.instn. repr

7.

See ihid.. IN i-<> I. tor reproductions.

8.

Paris. Grand Palais. Fernand I no 89. rtr

9.

Ibid., no. 99. repr. 82.

10.

Andersen and Hansen, color repr. 57 and on cover

11.

See Paris. 1971. nos. 106. 107 . and 1 10. for example. John Golding. however,
makes well-taken distinctions between the basic intentions of Leger*s art and those

of the Surrealists in London. The Tate Gallery. Leger and Purist Pan-.. 1970, 22.
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Alice Ned
American, b 1900

My choices perhaps were not always conscious, hut I have Fell that

people's images refleel the era inawa) thai nothing else could.** 1 "Tie

artist's statement succinctly defines the scope ol her career, which

has emphasized the portrait above all othei subjects Horn in Merion

Square. Pennsylvania, Neel attended the Philadelphia School oi

Design for Women (now Moore < ollegeol ami. completing her stud-

ies there in 192V I allowing her marriage to .1 ( uhan. she came to

New Vork( ity in 1927. Mtei various personal disasters, including

the loss of a child m infancy, a nervous breakdown, and attempted

Suicide, Neel settled permanently in New York in 1932, participating

m the New Deal Public Works ol \n Project m 1933 and joining the

WPA easel project in I9W In I91X she moved to Spanish Harlem.

where she remained For twenty-five years. Hei sons were horn in

and 1941.

Neel s earliest works are marked hy an unusual mingling ol social com-

mitment and subjective intensity: forms are shaped hv feeling m works

hke Futility oj Effort < 1930), a schematic rendering ol the death ol a

haby . or in the overtly dreamlike, sur realist Subconscious {1942) \i

times a is her ow n experience that is depicted w ith sharp social satire,

as m a work like Well Bab) Clinit (1928), or with quiet pathos, as in

the memory portrait. Dead Father 1 I94(S). which is. despite its personal

rather than public inspiration, strangely reminiscent of Ken Shahns

image of the martyred Saeco and \ an/etti.

Neel is. however, best known tor the portraits ol art world figures and

of her children and their families that she has made during the sixties

and seventies In works like Henry Geldzahler 1 I967i. Amh H arlwl

( 1970). and hahcl Bishop ( 1974). she reveals the inner reality of

her sitters w ithin a framework of incisive social and temporal accuracy .

her pictorial edge is cutting yet honed for external fidelity at the same
time. Neel's portraits of mothers and children, sometimes nude, often

tense, are peculiarly satisfying. Works like Carmen unci Bab) (1972)

or Mother and Child (Nancy and Olivia 1 1 1976 1 are completely

devoid of the sugary sentimentality usually associated with this sub-

ject Her open-minded depictions of the male nud

John Perrault, 1972) are equally unconventional

\n outspoken advocate ol the rights ol women and an enthusiastic

supporter ol recent feminist activ ism Neel did a Tinu magazine

cover portrait of Kate Millet in I9"0 ,md designed an announcement for

the National < Organization ol Women ii the artist neverthe-

less maintains Injustice has no sex and one ol the primary motives

ol my work has been to reveal the inequalities anil pressures as shown

in the psychology ol the people I painu

150.

/ H Harlem 1940

( )il on canvas

an x 40 m 1 101 f. x mi 6 cm i

Signed lower left

New >ork Mice Neel, Graham Gallery

I raditional images ol martyrdom ( hnst. a dy mg saint. M.ir.ii

are inevitably called to mind by this moving representation

dying young Puerto Rican rhe work, under the title TubercuU

Harli in served as the cover illustration for a catalog of the an

one-woman exhibition in I9< I. w ith a foreword by the leftist novelist

and theorist Michael Gold While the portrait is a sinking example

ol Neel s social concern, her confrontation with the suffering and

deprivation that surrounded her during the period she lived in

Sp.mish Harlem, it is. nevertheless, a unique individual who confronts

us vulnerable, elongated, sensual not a general i/ed symbol of

the social situation.

During this period ol her career, when Neel had gone to live in

Spanish Harlem with a Puerto Kican nightclub singer named J.

she painted various portraits of neighbors, including the w ife and

children of this sitter Karely has her portrait v ision been more

unflinching, her empathy more apparent, than in these somberly

colored, brooding, expressively drawn representations of victims ol

1.

\ Neel, doctoral address. Moore College ol xn. June 1971, in Athens. 1975, n p
I

Ibid., introduction, n.p.



an unjust order who nevertheless maintain a Stok dignit) in the eyes

of the artist This painting might well he compared with the artist's

quite different later image of physical vulnerability, Antl\ Warhol

(1970). in which the victim, isolated frontalK in the center of the

Canvas — scarred, bandaged, and livid — seems to w ill himself into

a kind of mocking decorum after his near assassination

150
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Isabel Bishop

American, b. 1902

Isabel Hishop was born in ( ineinn.it i. Ohio, anil raised in Detroit,

where her father was the principal ol a public high school. She began

Saturda) an classes, drawing Iron) life, at the John Wiekci \it

School at age twelve. In I *> I X . when she had graduated from high

school. Bishop moved to New iM>rk( ity IO Stud) al the New ^ 01 k

School of Design for Women. I he adventurousness ot the New i ork

art scene following the I9M Armoiy Show stimulated hei interest in

modern art and led to hei enrollment in the \it Students I eagUC

in 1920. Her intention had been to study with Max Weber, who was

then working in a nost-( tibist idiom, but his antipathy 10 her con

tmued interest in drawing from the nude made her unable to function

as his student Her mentot .it the I eague then became Kenneth I'

Miller, whose Renaissance facturc and strong commitment to con-

temporaneity and urban realism influenced hei choice of subject and

style for several years However, Bishop eventually became ill at ease

with Miller's ideas of the detachment and anonymity of the artist

\Sith the encouragement of Guy I'ene dll Hois, whose work is indi-

vidual and even ecceninc. she began to develop a more personal

approach to the representation ofcontemporary life

Bishop is essentially a New N ork artist. Her subjects are young women
encountered on the subways and streets of New 'i ork. on their wa\

to or from work, and relaxing at lunchtime. or derelicts seen

from the window of her Union Square studio I ike Reginald Marsh,

with whom she is often linked, and Miller himself. Bishop sought

to connect the grand manner of classical tradition with contemporary

urban subjects.' Her multi-figured canvases, such as the early Dante

and Virgil in Union Square. 1932.- or the more recent High School

Students No. 2, 1973.' make use of Renaissance compositional

devices, defining space in multi-layered, receding planes and

arranging figures in a laterally expanding frieze.

Around the 14th Street area she observed people immersed in their

daily lives whose attitudes — both physical and psychological she

found fascinating, often inviting them to her studio to assume a pose-

that had caught her eye and to model for preliminary sketches She

placed her figures in the settings in which she had found them, some-

times using props for greater authenticity, but she retained a formal,

traditional structure Among the material that she always keeps in

her studio are a ( hincse mural and a reproduction of .i small Rubens

She believes that the juxtaposition of the two answers the pro-

toundest problems of fori

Ihroughout her career Bishop ha- .erned with the compo-
sitional problems that relate to capturing impressions of movement
She has been abvirbcd by the dynamics ot mobility and the repre-

sent at ion ot the ever present potential for cl believes that a

Convincing portrayal of physical movement, given the nature ot her

Subjects .w\\\ their obviously low social positions, can be a metaphor

lor the possibility ol a shift in soual position ' Nonetheless. Bishop

denies deliberate political oi ntent in her work :
It is the

human vitality ol her subjects, their kinship with the essential human-
it\ found in traditional genie paintings .ind in the Baroque grand

manner that appeals to her

Bishop's most successful pictures have women subjects, usually in

contemporary dress, sometimes nude, but always in monumental
proportions and engrossed in an activity Her single figures tend to

be absorbed in specific physical acts, her dual figures in a mutual

response or in a simple act such as reading >>r eating She ami
|

her figures in an endless variety ot contrasts and juxtapositions,

suggesting a world ot multiple possibilities w ithin a feminine sy ntav

I hough not consciously working from a feminist point of v iew ."

the v igor and strength of Bishop's v is ion is revealed in her women

Isabel Bishops work first began to attract attention in the 1930s with

a one-woman show at the Midtow n Galleries in 1932. In addition

to the \rt Students I eague. she has been associated with the Whitney

studio ( lub. later the Whitney Museum of American Art: the

National Academy Ol Design, and the National Institute of Aris and

Marsh. Miller, and Bishop ueni 10 Europe together in ls"5| to study.

Allows) . 62

Ibid., rcpr hi

3.

Ibid., rcpr. *1.

4.

Nemser, 15.

j

Limde, w>

f.

Tucson. Is^4. 24. and Alloway, 63

7.

Nemser. IX

-

Women were more rcadih available as subjects than men Ibid
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I etters. Her work has been continuous!) exhibited since the 1930s

and included in various exhibitions sponsored by the lnicrnaiion.il

Exhibition o\ Painting at c arnegie Institute of Pittsburgh; the 1939

New York Workfs Fair; the Whitney Museum of Vmerican Vrt;and

the Corcoran Biennial m Washington, D.< One-woman exhibitions

of her art include frequent shows al the Midtown Galleries m New
> ork; a 1970 exhibition at the New Jersey State Museum in I icnton:

anJ a major retrospective in \^~4 at the I niversity of \n/ona

Museum of \rt. I ucson.

151.

IcKJ

Oil on composition board

J3 \ 40 m (83 8 \ 101.6 cm I

Signed loner center

New York, Whitney Museum of American \rt

Ihis Nude one of Bishop's earliest, embodies man> of the sensuous,

baroque qualities that she admired in the work of Rubens. Kem-
hranilt. Delacroix, Watteau, anil Renoir I he twisting forms of the

hodv poised tor movement anil the hre.ulth of their proportions place

this figure in the an historical context of the grand manner I he com-

position is nghtlv structured, with solidly, modeled forms in a series

of interlocking verticals and diagonals carefully aligned with the picture

plane \ prevailing animation, which is the result of both active pose

anil brushstroke, signals the potent i.il fol change that is an undcrlv me,

concern in Bishop s work Her attempted solution to the problem of

giving authenticity to the modern equivalents of the heroic mule is

the "mobilitv" that she considers characteristic of \merican lift

Mi

Bishop found the nude a fascinating subject, "especially for a woman '"'

In selecting models for this theme, she chose women who struck her

as possessing a "kind of animalitv that seemed real "" Itiis physical

vitahtv gives Bishop's nudes ,i sense o\ immediacy and infuses a sub-

ject poinicdlv free ofclass ch period distinctions with a specifically

modern spirit In each decade of her career Bishop took up the nude

along with mote explicitly contemporary subjects Examples such as

Sude by a Stream, 1938; \t<J, Bending 194 -

and a series of women undressing of the late fifties and sixties demon-
strate the richness and vanetv of the artist's approach to the motive

More recentlv Bishop has avoided painting the nude, no longer feeling

fresh and new impulses toward the subk

While Bishop was at the \rt Students I eague. the nude had strong

currencv among artists such as Bernard Karftol, Mexander Brook. I mil

Ganso, and > asuo kunv ioshi Bishop w as probablv not directly influ-

enced bv this group, but she was extremely conscious of their work

Her expressed wish to find contemporarv relationships to traditional

art forms has made the nude an especially credible vehicle for her

expression ( ommentingon the beautv of Bishops nudes. John
Russell called them "pearly but down to earth, tender but not at all

idealized.*" 13

Bishop, w-
in.

r. 18.

11.

Bishop. 1963, 1 17.

12.

Ncmscr. 19.

\y.

Russell.
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Alice Trumbull Mason

American, iwm-1971

Alice I rumbull Mason was bom in I W4 in l itchfield, ( onnecticul,

into an old New England family among hei ancestors were Governoi

I nimbull oi ( onnecticut, the first governoi to support Washington

in i he American Revolution, and John I rumbull, the famous history

painter of the Revolution; on her mother's side was .1 long line ol early

conservationists. I he family . who were ( hristian Scientists, were

well-to-do, and, in addition to pn>\ iding an atmosphere "I intellectual

freedom fot theit children, were able to afford extensive travel in

Europe, ii was during a family trip to Italy in 1922 that Mason had

her first formal iiiiioiliieiioiuo.nl .11 the British Academy in Rome
From 1924 to 1928 she studied at the National Academy in New "lork

with ( harles Hawthorne; follow nig this, she enrolled in classes .11 the

Grand ( entral Art Galleries, taught by Krshile Gorky rhis coin-

cided with her initial investigation ol abstract painting, and Gorky's

classes were therefore particularly stimulating Mason studied with

(.i>ik\ foi only .1 few years, bin she remained an abstract artist all hei

life. I he only other formal training she had was later, in 1444 47.

when she received instruction from Stanley Hayter. atthe Meliei 17,

in soft-ground etching

Mason worked in oils, soft ground etching, and aquatint; she called

her style "architectural abstraction." she produced .1 large body

ofpainiings and prints, but received little more than one-line mentions

m ie\ iews of the Amet ican Abstract \nisis group, ol which she was

.1 charter member and a very active participant. I he aitisi served the

American Abstract Artists between 1936 and 1963 as treasurer, sec-

retary . and, finally, president, she was also a membei of the I edera

tion of Modern Painters and Sculptors and 14 Painters/Printmak-

ers. she was married to Warwood Mason, a ship's captain. .wn\ raised

two children mainly on her OW n. as her husband W as out to sea much
of the time. She sustained great tragedy when her son accidentally

died in I S>5S. yet she continued to paint, although from this time on

she withdrew into increasing isolation.

Alice I rumbull Mason died in New "> ork I ity in 1971, at the age ol

sixty-seven She was survived by herd ' mily Mason kahn.

also in artist Mthough Mason •> name is not widely known, hei works

are in many museums and private collections, including the Whitney

Museum ot American \n the Guggenheim Museum poli-

tan Museum oi \n .iiui the Museum ot Modem \n in "s

I in. Brooklyn Museum, the Philadelphia Museum ol \rt, the Walker
\n ( enter, the Hirshhorn Museum, and the Springfield 1 M
Museum ol I jnc \rts She has had several one-woman shows, includ-

ing those at the Museum of Living \n New York ( 1942); the R

I ned Caller v New "> oi k ( 1948); the ll.iflM dallcry. New N. oik

(1959); and the Washburn Gallery. New Vork(l974) Mason i

honored with small retrospective exhibition at the Whitney

Museum ol American \r\ in 1973 and has been included in many
group shows, including all those ol the Xmetiean \t -is
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/ // tard I'Mh

< )il on masonite

i 28% m (92 7x72.1 sin i

New 'i oik. \\ ashburn < iallery

(See coloi plate, p

/ Hasard ("chance**) was painted in 144* rhe title is taken from

Mallarme's arcane poem l n coup de des jamais n'abolira le hasard

'

(" \ throw ol the dice never will abolish chance umbull

Mason w .is raised in a family ol word-lovers they often gathered in

the liv mg room at night to play charades and to read poctrv . often

Mason's own It was this atmosphere that instilled in Mason a love ol

words ,unl concepts that endured throughout her lifetime She wrote

a good deal, not onlv poetry, but a rather ab m ol prose

well. I he family religion may have played a part m shaping Mason's

lifelong passion foi the abstract; at an\ rate, her interest in abs-

lion, both in writing and in painting, dates back to the middle of the

1420s Her paintings developed from biomorphic abstraction, in the

manner of Ciorky. m the 1930s, to an increas ngly geometi ic torm.

and finallv arrived al the pure, architectural, abstract .. ons



characteristic of the period extending from the late 1950s to 1969,

which is the date of her last paintings

Composition color, and craftmanship were of equal importance to

Mason in the creation of her paintings. What she Strove to achieve

«as a positive construction, a statement that grew through the Freedom

of abstract art to combine intellect anil feeling. vitalitv and passion

She once said of her style of architectural abstraction that n was "a

building and not a destroy nig. It is making color, density . dark and

light, rhwhm and balance work together without depending on refer-

ences and associations."' 1

\t the time / 'Hasard was painted. Mason had definitive!) formulated

her attitude toward composition No longer biomorphic. het bask

structure was a four-waj balance rh is balance was very important

because she wanted the color and shapes in each painting to exist m a

freedom of displacement; hv establishing a four-w.iv balance, move-

ment and vitalit) were assured at each painting's inception I he

sense of transition and change she w ished to achieve is attained in

/ Hasard. During the next twentv vears. her work became simplified

using fewer shapes and often quieter colors. Mason Strengthened

the tension and movement among these elements It is. however,

interesting to note that the last dated painting ol I
- »i U hilt

may be viewed as the final statement of a twentv -live vear develop-

ment of the theme of / Hasard.

It was tv pical of Mason to work in series ol ideas she would learn

something from each painting that would be used to solve the pioh-

lem in a more complete way in the next painting of the series \t

times she would hold an idea in abeyance for a tew vears to investi-

gate it further at a later period Her color sense is verv personal, and

she always made her own paints from pigments that she ground and

mixed w nh oil / 'Hasard has a tv pical, rather deep, autumnal color

scheme, but she often used color schemes ot verv pale, evanescent

hues

Mason believed verv deeply that making a picture required planning,

and she general!) made preparatorv sketches I he draw ing lor

/ Hasard, for example, includes both letters written in to designate

the colors and shading of areas to indicate the relation of light and

shadow in the colors Paradoxically . given the title of the work.

everything was verv clearly conceived in the initial sketch and then

faithfully and deliberately carried out in the completed work.

t

Mice Trumbull Mason Papers. The Archives ol American An. New N ork N V



I,conor Inn

French, b. 1908

I.conor Fini is a beautiful, dramatic woman whose personal sty le has

achieved as much celebrity as her work. In an ambience ol c vol ic

objects and pampered cats she wears long dresses ol sumptuous fab-

rics and delights m donning masks that transform hei into feline 01

plumed creatures.

Born in the early part of the century in Buenos \ues. I mi spent hei

childhood and adolescence in I rieste, the cit> ol hei mother's family;

custody disputes between her parents at times involved I mi and her

mother in sudden flights anil disguises When, still in hei teens, the

tempestuous, whimsical young woman decided to become a painter,

she taught herself from her enthusiasms loi earliei ait I ini went to

Milan, perhaps as earl) as 1925, and there met < arra,de< hirico, and

Funi. Their interests in a realism del ived from v .11 ioilS periods in

the history of art and their belief in an essential quality beyond the

physical ity of an object - the heritage of Pittura Metaflsica as

well as tie C hinco's emphasis on the imagination weie beneficial to

her development, from what has been written and reproduced ol

I mi's work before 1939, it vanes in sly Ic from minutely detailed real-

ism to a free, painterly treatment and reflects a taste fol tittceiilh-

century Germany and Italy, Mannerism, the Hogarth ol I hi Har-

lot's Progress, the Pre-Raphaelites, \n Nouveau, and neoclassical

Picasso; its subject matter, which has always been I mi's foremost

concern, often involves courtly or theatrical situations m which

impertinent young women are the majoi protagonists

In 1932 Fini was in Paris, where Surrealism had been gathering

momentum since 1924. Her penchant for the unconventional ,m\.\

erotic anil her admiration for de ( hinco's early paintings coincided

with Surrealist attitudes, and In 1936 she had met Max I rnsl and

Paul Kluard and was experimenting with automatic drawing. Man)
painters and poets in the Surrealist circle were her friends and she

exhibited with them on several occasions but never became a membei
of the group.

Surrealism proposed to change life b> plumbing the unconscious to

reveal the rich potential ol mankind beyond all present considerations

• I good and evil, beaut v .
or the limitations ol reason I mis realistic

treatment ol a strange world and the importance she attached to

unconscious vision, whether it involves cruelty, erotism, the fantastic,

01 bi/aire metamorphoses, are compatible w ith Surrealism ^ el

I mi has noted, hei wor k has juxtapositions that are less arbitrary than

the Surrealists .' and it is less deliberately iconoclastic more amenable
to histor ical 1 ies

When \voiid Wai 11 began l ini was in Srcachon, then m Parts and
Monte ( arlo where she painted portraits I rom 1944 to i9-i~ she was

in Rome, and since that time has lived m Paris It was during the war

sears that she lust designed sets .,nd costumes |oi the theater Drama,

ballet. Him, and hi>ok illustration have become important aspects ol

hei s.ueer and she is disconcerted when relerred to only as a painter

Nonetheless, her painting has continued to evolve I rom the |9sik

come a ser ies ol v isionaiv women guardians reigning over pr imordial

lands ol phoenixes or protecting a large pure egg In about 19**

smooth surfaces and contours give way to more mysterious textures,

with iridescent colors forming crushed jewel grottoes and subter-

ranean realms Hv the earlv 1960s svelte women icappear in a world

now filled with light and coloi V crystalline purity of form often

contrasts with an evanescent, textured area and always with the

enigmatic psychological put pose of I he characters

153.

Hi, -t/ie< / oj Anatomy, 1949

Oil on canvas

21% x I3s/ia in. (55 x 33.5 cm.)

Paris. C olledion the artist

I he somber, wary face of this angel ol anatomy belongs to the artist

herself; in fact, I mi's features recur in most of her paintings. Here.

I.

Monegal, 12-13. Jelenski, 37.
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atop eroding flesh and bones, the) seem defiant and gam authoi it)

from a Baroque wig, courtl) robe, and large wings.

The starting point for this painting is an eighteenth-centur) treatise

imi anatomy, with engraved and painted illustrations by Gautier

d'Agoty, that is in the artist's collection.1 She has used the last ol foui

plates hi which successive layers of muscles are depicted, a series

seeming to decompose the bod) dow n to the hone. In the engrax ing,

as in the painting, the outet ribs arc removed and the flesh) portion

of the diaphragm has jagged cuts. I he painting is almost the same
height as the illustration, but narrower in format; the aims are

brought nearer to the bod) and the outspread hands are given a new
tunci ion; the uppet torso and head receive a slight twist and the

living face, the wig, and robe are new additions.

Fini told an interviewer in 1954 of her adolescence in rrieste and het

secret rendezvous at the morgue, of her daily, quasi-religious con-

templation of the corpses, who stayed on in her spiritual life.
3 she

finds death an attractive force, and has equated it * ith stillness.

immobility, and the ideal.4 skeletons and hones often appeal in

I ini's paintings, especiall) those of the decade following World Wat
ii \N hen presented as p.ut of 1 1 v ing beings, as m this work; The

rging Ones 1 1958, Vnvers-Schoten, Collection Plouvier); and the

Sfinge la \4orte 1 1973), the) belong to the realm not onl) of death,

but ot metamorphosis, the wondrous changing to something "other."

Decomposition becomes the requisite counterpart of transformation,

as implied b\ the title of Emerging Ones where diaphanous, skeletal

women-torsos mi upright on lion haunches I he sphinx halt-

woman, hall-lion oi sometimes halt-woman, halt-root appears

most often in hei work ol the 1940s but continues to inhabit the later

paintings as well I his being who poses the riddle of life has i ini's

own face united with the beast/root/bone forces of the unconscious,

it, "stranger," and "unknown" are words l ini once chose for

this interiot source ol art, and in man) comments, she has been open

about het reliance upon it
: "It is the si langci who gives the orders; all

works of art ohc> these strangers.""'

154.

The /».- Skulls, 1950

Oil on cam as

n ( 34 x 56cm.)

I'ai is. ( olled ion the artist

In 1941-44 Leonor I unspent si\ months on the island ofGiglio, ten

miles oft the I uscan coast, between Italy and ( orsica. Here she began

a series ot still-life compositions of plants, rocks, and debris from the

sea. an interest thai continues m Two Skulls, as well as in such works

as Sphm\ Regina (1946, I mm. < ollection Bianca( aval lo), where an

eye peers from a cavit) in a fallen branch, anil Sphinx philagria

i 1945, Rome. ( ollection ( ountess Solan), in which a gnarled root

sprouts the breasts and head of a woman. In all the color scheme is

somber and detail minutely rendered, lean Genet described this

Gautier d'Agoty, Arnaud Eloi, Court complet d'analomle, peinl a gravi en

couleurs nalurellei pur Vf.A I Gautier d'Agot) . , el explique pur M Jadelot,

Njno. 177.1.

.V

Virginia Clement, "Leonor, un souterrain nommc desir," Aesculape, 36e annee,

no. 3. March 1 954. 67.

4.

Armand I^anoux. "Instants dune psychanalyse critique Leonor Fini," La table

ronde, no. 108. December 1956. 1X4

5

Ibid., 183.

6.

Jean Genet. Lettre a Leonor htm, Pans. 1950. n.p.

7.

Alain Jouttrev. "Portrait dun artiste (is I: l.eonor Fini." Arts, no. 541. November
9-l<\ 1955, 9.

330



period as one of "cruelle bonte" (cruel kindness) and the paintings

evocative of "odeurs marecageuses" (swampy odors).''

Before Two Skulls the viewer must ponder whether one is in an

enchanted domain or a haunted underworld. If the skulls alarm in

their allusion to death. they are also beyond death, motionless,

peaceful. "What attracts me in it [death] is immobility. What
exasperates me most is lime, change: because I mysell am terribly

mobile." 7
I hose who know I in i note the contrast between the silent,

still world of her painting and her own sprightly loquaciousness

If life has stopped tor the skulls, the delicate tendrils of a plant oiler

four full blooms welcome touches ol pink - and numerous buds

Other plants have withered and dried and catch the low. laking light

in craggy forms similar to the bones contours a filigree pattern

offset by the large areas ol light and dark ( onvexitiei and cavities.

crevices and points provide satisfying and erotic formal rela-

tionships.

Seventeenth-century memento mini paintings have accustomed us to

a human skull contrasted w ith the ripeness and life ol grow mg
things on a table top. ^ et here we are out ol doors, close to (he

ground, and the skulls we confront are animal One was a wolt or

dog. but the other is broken beyond recognition, its size anil unfamil-

larity produce speculations of a prehistoric creature I mi does not

bid us to ' remember death' and repent." but rathei reveals an

existence other than we know
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I ec Kiasacr

American, b. 1908

Brixiklv n-born I cc Krasner belongs to the New > oik School of painters

whose innovative vision am) bold synthesis of I uropean modernism

produced new .in anil moved the centet of the artistic avant-garde

from Europe to America. She began life as I eonorc Krasner, the fust

American-born child of a large and strong!) matriarchal Russian

Jewish family. English, Russian. > iddish, and Hebrew were inter-

changeable household languages, and a wide range of reading mate-

rial, from Maeterlinck and Edgai Mian I'oe to fair) tales and Russian

classes, provided her with an introduction to ait anil culture Her

earliest training was basicall) academic, tirst as an art majoi at Wash-

ington Irving High School and. from I42h to 1424. at the Women's

Art SchiHil at ( ooper I nion both were schiH>K foi women onl)

She studied life drawing with George Rrnlgnian at the \it Students

l eague m I42S and spent three yean at the National Vcadem) of

Design beginning around 1424 Her work from these years is in the

Impressionist and Post-Impressionist stvlcs. but her tirst contact with

the School of Paris at the Museum of Modern \rt also dates from this

period. She was impressed bv Picasso, Mondrian. and Matisse, their

influence is most strikingly felt in her experimental work ot

the late thirties.

krasner's first professional work was making textbook plates foi hei

( ixiper I nion instructor. \ ictor Perard, in 1929 During the thirties,

she supported herself b> modeling for other artists and b> working as

a waitress m a Greenwich Village \:.i(c frequented b> people in the

arts. The latter job provided hei an entrance into a circle of avant-

garde artists and literary figures, and it was there that she met Harold

Rosenberg, who was later to become one of the major critical sup-

porters of Abstract Expressionism. For I ec krasner. as for man> of her

contemporaries, the establishment of the \N I' \ and the I ederal Arts

Project in 1934-35 offered a solution to economic survival, but pro-

vided few opportunities for experimentation, krasner worked as an

assistant to the mtiralisl Max Spivak. 1 executing Social Realist city-

scapes and factor) scenes. She was active in the Artist's I nion. and

between 1937 and 1440 she studied and worked with Hans Hofmann:

she also came to know the formalist CI It ic ( lenient (ircenhcrg. Hei

work began to move toward abstraction, assimilating llolmann's

penchant foi flatness, i auvisl coloi. and Cubist structure.

Krasnet S images suggest movement. Bux, growth; even in relatively

static compositions, irregular, organic shapes float on the canvas

surface in readiness foi the inevitable consequences of change. I he

biomorphic tonus and vibiant surfaces of her work suggest the shape

.\n>.\ mutabilit) ot nature and the invisible energies essential to life.
8

Dunng hei years with Hofmann she worked ina( ubist style, absorb-

ing and synthesizing I uropean modernism and using nature as i

departure point, shortl) afterwards she renounced all external mod-
els In a search foi a personal idiom, Krasnei tui ned toward internal-

ized images and transcribed them in free, spontaneous, and completely

abstract form Surrealist theories oi unconscious creative sources,

Jungian concepts, and the ideas ot the painlei -thcoiel ician John

( iraham profoundl) interested hei as the) did other abstract artists in

the earl) forties, including Krasner's husband. Jackson Pollock, whom
she met in the earl) forties and married in 1945.

Krasner's imager) is tremendousl) varied, moving from the thickly

impasted surfaces, neutial color, and cuneiform shapes of the Little

Image paintings of I44S-M) to the huge. open, expressionist canvases

of the titties tor which she is best known, to the more recent lyrical

COloi compositions. 1 As she hei self has remarked, ".
. . change is the

only constant "'
I here ate. however, certain recurring elements: the

reject ion of illusionist ic space for shallow . unified surfaces and frontal

composition: a preference lor reductive but richly nuanced color; and

an organic work method. 1
' She claims to work spontaneously and free

of preconceived images, "often astonished at what |she| is confronted

with when the major part comes through.*' 7

It is in her work method and in her continuously changing imagery

that the intensely personal nature of krasner's art is revealed. I he

rhythmic flow of paint, the density or transparency of surface, the
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compositional compression or expansion ot tonus are products ot

Krasner's immediate sensations. She claims a biographical basis foi her

paintings that grows out of the conviction shared with oiher Abstract

Expressionists that the physical process of painting is inseparable

from the artist and is an act of self-revelation.1 krasner does not dis-

cuss the meaning of her images, preferring lo let them stand as expres-

sive visual entities.'' It is. however, in the continuing expansion and

diversification of her imagery, the monumental conceptions ol

even her small-scale work, that her individuality and originality are

manitest.

krasncr's work has been exhibited regularly in group shows since her

first exhibitions with the American Abstract Artists in the early forties

and the important American and French Painting show at the McMil-

lan (.allery in 1942 Her first one-woman show was held at the Heity

Parsons Gallery in I9M. and her fust major retrospective in I ondon

in I9f>s at the VVhitechapel Art Gallery Kecent shows have Ken held

at the Marlborough Gallery in New York and at the Whitney Museum
ot American Art, both 1973, and at the Corcoran Gallery ol ut in

I97S.

155.

Rc<l. White. Hh,r. Yeihw, mack, 1939

Oil on paper w ith collage

24 ' i x 19' m in. (65.4 x 48.6 cm.)

Signed lower right centet I k 19

New York, Marlborough Gallery

Red Him, Mm >(//.'.! Black is not >ei h pean modernist

influences nor is il as innovative and personal as hei • to

become ["he angularity of its shapes also differs ft

customarily hiomorphic or calligraphic imagery : ihe free-flowing

surface texture and the equalisation of solid and void ol tier later

collages have noi yet emerged here It does, however, relate to thc

dense. vertical collages of ihe early fifties" in its I .ern with

trapping and retaining dynamic torce- Instead of the ll lured,

vihranl surfaces of hef collages of ihe fifties, however movement
and force depend upon a lightly woven formal struct cd,

sharply edged planes inlersecling in a shallow but clearly apparent

space Such concepts derive from I uropeai

Hofmann, and are still tar from the entirely personal and I

.

rhythms that krasner was to uncover rmr is the Spontaneity and

fusion ot ii ol krasner s malui •
I apparent

Hi el it hih Hliii >.//•« /( . statemei

the problems that were to concern krasner and for which she w , :

find an astonishing number ot tresh and surprising solutions

Red, While, Blue, Yellow, Black, constructed when Lee Krasnei was

working and studying with Hans Hofmann, is among hei earliest

non-representational works l he title of tins collage reinforces hei

growing interest m formal problems'" and recalls Mondrian'i fully

saturated primary color schemes ot the late twenties and thirties

Under Hofmann's direction, she began to relinquish three-dimen-

sional forms and Renaissance space foi Rattened, abstract shapes,

developing the frontal, close-focus composition to which she still

adheres. In Red, White, Blue, Yello* . Mm k the use of collage and

shallow space reflects her familiarity with ( ubisl paintings and her

long-standing i asci nation with Picasso's work ihe tight, architectonic

structure of this small collage, w ith its explicit geometi ic patterns

and diagonally opposing forms, already contains the seeds toi the

monumental, dynamic canvases of the fifties

I ike Hofmann's work during this same period. Rul. ft liu, Mm
Yellow, Black is a fusion ol ( ubist structure with explosive color and

angular, abstract shapes, krasncr's vision is generally more organic,

intuitive, and responsive to the natural world than is immediately

apparent in this collage. Her large-scale visional v canvases, upon

which her reputation largely rests, and her less well-known small

works on paper, arc pervaded with a sense of growth, movement,

and energy

I.

Harold Rosenberg also worked on [his project.
>

See Robertson, 83-87, for nature sources and imagers in Krasner's work
3.

Sec Krasner s comments on her relationship to nature during and alter her \cars

with Hofmann in Robertson, 84.

4.

See New >ork. 1973, tor the evolution ol Krasner's style.

5.

lhid.. X.

h.

lhid.. 10-1 1.

7.

Ibid.

8.

Ibid.. 12.

s>.

Roherison. 84.

lo

r>ti\c or litcrarv titles that arc determined

onl> alter the completi

11

See. for example. Washington I) ( 1973 DO no. 5^.

\tilk.
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l.orvn Machcr
American, b. I9»>s>

I oren Maclver was horn in Sew > ork c it\ \i the age often, she

entered the Saturday class al the \n Students I eague, where she

remained tor about I year: this was her onlv formal training in .irt

She continued painting, however, throughout her adolescence and

after her earl) marriage to the poet I loyd I lankenhcig I he couple

established residence in Greenwich \ illage and, alter |vj~,|. on ( ,\pc

Cod. Both New > ork and c ape ( i>d provided inspiration tor the art-

ist's early works, the former in the ease of the abstract, symbolic

Facade of SfrwuJh Houst 1 1935), the latter m the fragile, evocative

nature stud) o\ I, rn I egs or Beth h Hum Landscapt ol 193 ;

From 1936 to 1939 Maclver worked for the I ederal \n Project ol

the \\ P \ \l this time she also participated in her tirst public exhibi-

tions: m 1933 or 1 9*4 he t work was shown in a group exhibition al

Contemporar) \rts. m 1935 the Museum of Modern Krt bought one

of her works; and in |9*,S she had her first one-woman exhibition at

the fast River Gallery, run b) Marian Willard. In 1939 the impact ol

a new experience, the sandy, southern environment ol Ke\ West, made
itself apparent in Maclver's canvases, and. in 1940. wiih increasing

artistic maturit) . she began a series of works at once reflecting and

transforming her reactions to New >, ork C ity I he New >, ork-inspired

works are variegated, ranging in subject from the sk>lme of the whole

city to humble objects associated with urban life, like pushcarts, votive

lights glimpsed inside a church, an ashcan, a window shade, or the

cits pavement During the same period, Maclver turned to themes

from nature as well: trees, shrubs, leaves, and snow Besides

works inspired by the more delicate and ephemeral aspects of the

natural world. Maclver produced a series of Studies of the human fig-

ure: portraits ol clowns, like those of Jimmy Savo and I mmett

kellv. were her special interest

In 1948 Maclver and I rankenberg took a trip to Europe, which

strongly affected her range of motifs. After her return, in 1949. she

painted Cathedral. Paris. Maples Aquarium la subject that had. inci-

dent all v . fascinated Paul klee.anothertwentieth<entur> artist attracted

to the intimate pocti v of the small scale in the natural realm I: I i ';/ < .

mk\. in 1950, l hi hi i n itml Environs, as well as the European clow ns,

l h, l mi ellmi I he post-European works are general I) bolder in scale

and conception than the ones she had painted before her trip In the

titties. ttx>. she turned to the relatively abstract citv phenomena of oil

sheks oi raindrops on a taxi w indshield. I he artist was elected to the

National Institute ol \it and I etleis m 1959

Maclvei has an intenselv personal, poetic, and delicatelv nuanced pic

tonal imagination, a v is ion that can evoke more universal i in plica-

tions from concrete fragments of experience, in hei own words, taken

from the Fourteen Amerii am catalog of 1946: "Quite simple things

can lead to discover) I his is what I would like to do w ith paintings:

starting w ith simple things, to lead the eve b) various manipulations of

colors, objects and tensions toward a transformation and a

reward

Mv wish is to make something pet manenl out of the transitory, by

means at once dramatic and colloquial ( ertain moments have the

gitt ol revealing the past and foretelling the future. It is these moments
that I hope to catch."'

\s John Baui has pointed out. Maclver's paintings can never he

defined as eithei totally abstract nor as completely representational.

-

I hey hovet. rather, on the brink between realistic recording and

poetic invention. I ormal sophistication anil control ate the most

essential concomitants of their expressive del icaey ami pictorial

evocativeness.

N ' im ol Modern V • ram t J I) ( Miller, IM4f>.

Is

New Xork. 1953. It.
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I rid. i Kahlo

Mexican. 1910 1954

156.

Hopscotch, 1940

Oil on canvas

27 x 35% in. (68.6 x 91.1 cm.)

Signed lower righl

New 'loik. I he MllSeiim Ol Modem \n

Purchase. 1940

(See color plate, p. 99)

The urban motif, the close-up vision, and the evocative integration ol

minute observation of humble, everyday reality with firm, knowledge-

able abstract pattern on the surface ol the c.m\ as make //. ipst . /< li

a prime example of MaeKei 's mature st\ le. John Mam has summed
up the complex effect of the painting as follows "The flat, fantastic

pattern, somewhat resembling a prehistoric monster consuming

numbered chalk squares, is both puzzling and beautiful \s in much
Of Maclver's best work, one senses tirst the handsome design and

only gradually perceives the poetic motivation I he hopscotch lines

aie the clue. I hev lead to a realization (hat this is pavement, then

to the furthei awareness that tins is blistered pavement, not the odd

creature of one's first impression. Vet something of thai earl) image

lingers, and the mvsicrv of the painting's ultimate meaning glows

lather than diminishes. I he fragile child's game Iv mg lightlv beside

the decay of solid asphalt suggests multiple interpretations which are

elusive because they are essentially visual, not literary Maclvei

achieves here a truly pictorial poetry wrought by a most difficult

balance between suggestive design and a concrete image of Utmost

realism." 11

I ike many ol ha Mexican contemporaries, I rida Kahlo took mspr
lion Irom native popular art in order to hnd and assert her Mexican

identity I nlikc them. Kahlo also used the naive Style and tafltasv ot

popular ait to distance hetsell and the viewer trom the central subject

ot her art herlile \ pr imitiv isl ie st\ lc one hill ot odd. tart color

combinations, sialic anil often frontal hgures irrational Space and

scale allowed tier to depict the rnosi intcnselv personal feelings and

events w ithout overwhelming Ol repelling the v lewer w uh her physical

and psvchologic.il torment

I rida Kahlo was hum in tier family s < olonial house m the Mexico ( it>

suburb oft oyoacan Her fathei was a German-Jewish photographer,

her mothei a Mexican Roman ( atholk ot mixed Indian and Spanish

descent One ol five children lone hov . lour girlsi. I rida was a bright

and livelv student She was thirteen when she tirst encountered her

future husband. Diego Kiveia. who was painting a mural in the thea-

ter ol the National I'repaialorv School He became the taiget ot her

mischief and her infatuation she told tier friends that her ambition in

lite was to have a child bv Diego Kiveia

When I rida was fifteen and hoping to pursue a medical career, a street

sar lammed the bus she was riding into a telephone pole Her spine

was fractured, her pelv is crushed, and one h>oi broken Doctors m the

Red ( ross Hospital did not expect her to live, and in tact her remain-

ing twentv -nine vc.us were tilled with constant pa in that some thirtv-

five operations did not relieve I rida s smashed pelvis prevented her

from lultillmg what became an obsessive longing to bear children.

It is little wonder that physical pain and the despair ot several miscar-

riages and abortions are recurring themes in her art I he confine-

ment of invalidism also led to a confinement in subject matter: almost

all ot Inda Kahlo's paintings are self-portraits It is as if by painting her

likeness she could exorcise pain as well as confirm and extend her

restricted, threatened hold on realitv

New x.»rk. 1953, 15



While convalescing from her accident I rida taught herselfto paint,

using a specially hutlt easel so that she could work m bed. When she

was able to walk again. she took her first three paintings to Diego

Rivera. He admired the paintings — and the painter After a storm)

courtship the> were wed in ls>2s». and the vicissitudes of their mar-

riage, separations, divorce, and remarriage are recorded in Kahlo's

work w ith an astonishing candor.

kahlo's fantastic imagery, sardonic humor, and preoccupation with

pain and death appealed to her friend Andre Breton, who was her

guest in Mexico in 1938, along w ith I eon I rotsk> I .iter that \eat

Breton claimed Frida as a Surrealist in an cssav for the brochure of

her first exhibition, at the Julien I ev) Ciallerv in Manhattan The fol-

lowing >ear he arranged for a kahlo exhibition in Paris x ct Surrealism

was not near!) SO important an influence to I rida as Mexican C olonial

and popular art < i n particular, she admired the ex votOS painted on

tin. which ma) help to explain the small si/e of her paintings and her

preference for tin instead of canvas.) Mso like these ex votOS, and

unlike Surrealism, kahlo dramatized actual events with a highlv per-

sonal urgencv and purpose I hough her contacts with Surrealism did

lead her to a more complex involvement with psychological innuendo,

there is some justification for the contention of man) of her Mexican

admirers that kahlo was a realist I rida herself said that Breton and his

circle "thought I was a Surrealist, but I wasn't I never painted dreams

I painted mv own real it)

In April of 1953 kahlo had her first major exhibition at the Ciallerv ol

C ontemporarv Art in Mexico ( 1
1
> III and in pain, she was carried to

the opening on a hospital trollev. then reclined on a four-poster bed

to receive her guests one bv one Four months later, her leg had to be

amputated kahlo's famous l.uned she ordered a red velvet

hoot for her t\i\^ leg and embroidered it with bells kahlo s p.nn ended

onlv with her death on Julv I J, l^sj Her hodv lav in state in the

hall of the Institute of I ine \rts m Mexico ( itv before being ere

mated lo make sure that his wife's memorv would continue. Diego

gave her house in ( oyoacan and its contents to the state as the

l-rida kahlo Museum.

157.

Pom. 1931

Oil on canvas

39 x 31 : in. (99.1 x 80cm.)

San I rancisOO Museum of Art

Gift of Albert M Bender from His C ol lection

This painting is tvpical of kahlo's work in manv regards Here, as in

other paintings, she based her simplified stvle. w ith its bright colors,

spare stagelike space, and frontal figures, on Mexican (olonial and

popular art. Also, hnda appears bedecked in the ribbons, jewels, and

Mexican native costume that she habituallv wore to draw attention

from her injuries. But in this earl) painting, her features are still soft

Thev are not vet set in that mask tensed with wariness that came

from long years of unflinching composure in the face of pain. More
important, the painting is characteristically autobiographical, a

fact emphasized bv the words on the ribbon held bv the dove Vqul DOS

veis. a mi 1 ncda kahlo. con mi ainado esposo DiegO Kivcia/pmtc

estos retratos en la bella ciudad de San I rancisco California para/

nuestro amtgo Mi tlbert Bender, v rue en el mes de abril del and
1931 " (Here you see us. me. I rieda kahlo. with mv husband Diego

Rivera/1 painted these portraits in the beautiful citv of San Francisco

California for/out friend Mr \lhcrt Bender, and it was in the month
Of \pril Of the year 1931.) In the earl) 1930s, a period when the

political situation in Mexico made it difficult for leftist muralistStO

find work, the Riveras lived in the I nited States Diego painted

murafa in Detroit. New N. oik. and San I rancisco. where his friend

and patron \lbert Bender helped him land a commission at the

C alifbrnia School of I me \its

I nlike most of I rida's portraits which depict her phvsieal or mental

pain, this one captures her in a moment of good health and marital

felicity Portrait ot Frida and Diego was painted less than two years

alter then wedding in August |s>2^. Its verv composition, with the

couple's linked hands placed at the Center ofthe canvas, suggests

Kahlo's sense of security in then marriage bond, a sense that proved

mistaken fot Diego was sixm unfaithful to I rida and in the late 1930s

he divorced her onlv to tcni.it rv hei in 1^-4(1 Diego, or "Pan/as"

i "tat helix "I. as she called him. stands as sol id I \ as a triumphal arch.

His role is that ot the artist, palette and brush in hand, his head

turned slight I) away from his wife Bv contrast, the twenty-year-old

I i ula looks tmv. delicate, and subordinate the adoring wife rather

than the committed painter Her head is inclined toward her much
older husband Hei tin) beslippered feet barelv brush the ground,

giv mg I rida the linik of a floating china doll supported bv the grip of

her monumental male (Ironically, because of her primitiv ist ic

draftsmanship. Diego's giip on I rida's extended hand is neither

tight nortrul) sustaining an example ot .ut prefiguring life.)

Perhaps it was with a secret twinkle (hat I rida made the general out-

line of herself and Diego take the same shape as the initial engraved

on Diego's bell buckle the letter /). Although both artists were

headstrong people, one friend recalls that I rida usually acquiesed lo

Diego's w Ml. lo him. work always came first; to I rida, Diego came
before her art Another friend noting the contrast between Diego's

extreme egocentricitv and I rida's generous and tolerant loyalty said.

"She had to be priestess in Diego's temple.'"

Portrait ,<l Frida ami Diego eertamlv shows I rida's deference to her

husband > et the marriage was more complex. Moments of comradely

affection alternated with moments of tempestuous passion. Other

kahlo portraits dealing with her marriage proved that f-nda was a

strong and independent person. Indeed some show that a large

ingredient in her marriage was her need lo possess Diego, in effect.

as the child she was never able to bear. This feeling is evident in

I

Herr.
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I i ida's Portrait <>l Diego, 1949. where he appears as a plump naked

baby embraced ill her Madonna-like lap. Diego echoes such a view in

his depiction of himself and his wife in his Hotel del I'rado mural

( 1947-48), where he is a short fat boy in knee pants and she is a woman

a head taller than himself, her hand placed on his shoulder in a

gesture of motherly possession, for all the soliciiousness and femi-

ninity of Frida's pose and dress in her charming mainage portrait,

Portrait <>l I rida and Diego, I rida's piercing dark e>es stare out ai us

from under her broad connecting eyebrows with a look of self-

knowing strength and even, I think, a glint <>l thai mocking, self-

distancing irony thai sustained Frida Kahlo through all Iki travails,

157
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Dorothea Tanning

American, b. 1^10

Born in Galesburg, Illinois. Dorothea I arming attended knox ( ollege

for two years, then studied art briefly in ( hicago before going to New
i ork m l^^h In 1939 she made a shofl trip to Cans, then returned to

New i ork where she became part of the Surrealist circle, mainly

refugees from war-torn Europe, that included \rulre Breton, Marcel

Duchamp. Andre Masson, i ves languv. kav Sage. Malta. Patrick

Waldberg, and, most significantly for fanning. Max Ernst, whom she

married early in the 1440s References to the latter are both overt and

veiled in her work, especially the work of the forties \fter the war,

Tanning and T rnst lived and worked in Sedona. \n/ona. a setting that

seems to have had its effect on her imager) of the period Since 1952

she has lived m France.

In lannmg's most provocative earlier works, the protagonists ot hei

pictorial fantasies are women, sometimes perversely childish, often in

the throes of some sexually suggestive action ot transformation In

Childi • i i 1942) two nubile girls m a dark tunnel plav w ith

fire that is at once transformed into the streaming hair ofone of them

while also assuming the forms of a female torso and se\ organ as it

impinges on the torn wall to the right In tint Kleine \m htmusH
i I^Mhi. a similar pair of girls is placed in a hotel corridor dominated

bv a torn and writhing sunflower, an image suggesting defloration

Manv o\ fannings's paintings are haunted by a sinister and provoca-

tive Pekingese that appears m a varietv of metamorphoses Her later

stvle. of the fifties and sixties, is more diffuse, loosely painted, and

abstract than the finclv wrought, meticulously brushed manner char-

acteristic of the forties In addition to painting. I anning has designed

scenerv and costumes for the ballet, has been active as a graphic artist

and illustrator, and. in recent vears. has created extremely inventive,

metamorphic. soft sculpture.

MS
w,.,'< rnirj i^Jri

Oil iin canvas

\ 4«'
i m (143 X I 10 cm i

Signed and dated lowei right

New York, Collection Jeffrey H. Loria

(See coloi plate, p 1 001

I he isolation of woman the woman artist, or I aiming in particular,

peihaps .\n>.\ the challenge, oi existential despair, generated by

isolation are suggested bv a numbei ot I .inning's winks m the lollies

In Hotel dn I'm, 'l l I'M 2). to i instance, a small girl is posed in a \ ista

of mysteriously organic architecture; in Self-Portrait { 1944) a simi-

larly isolated woman, like a doll on a stand, confronts a vast desert

dreamscape; in the mov ing Birthday 1 1942) it is the artist herself vt ho

confronts us with hei isolation, bare-breasted, barefooted, brilliantly

sleeved, glow ing roots, w ith he I hand on the knob of the first ol an

infinite set ies of opening doors and a w inged monster on the Hoot

before her Maternity seems a further exploration ot a similar theme,

weav ing togethei several dominant motifs from I anning's repertory

at this time l he young moihei ami her identically dressed baby, who
may well refer back to an early photograph of (he artist's ow n mother

with I anning in hei aims. 1 are isolated in a desert landscape behind

one doorway and in front of another: the child's anil mother's bodies

fuse stionglv and the sagging or misplaced breasts and belly of the

woman ptcss grotesquely through the fragile shreds of her gown; on a

rug at hei leet sprawls a habs -laced Pekingese, miniature sphinx of

this dream-desert, guardian and portent at once. In the background,

framed bv the unattached doorway, looms a biomorphlc. mechanical

construction, related to similar mysterious manifestations in the back-

grounds of slightly later works like Interior with Sudden Joy (1951)

and ///< Guest Room (1950-52). The mood of menace anil isolation

is reinforced bv the smoldering, sulphurous yellow tonality, which

suffuses the painting with a deadening glow.

The relationship ol the mother and child in this painting (o I hi- photograph, ri-pr.

'• Paris, 1974. »,is pointed OUI to mc hy Judith Wolfe. The face of Ihe dog to Ihe

leti ni ihe painting is almost identical with thai of the baby Dorothea fanning in

the photograph.
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Tufts, 1974. 30-41.

Portrait of Senator Orsini

Collections:

Marquis de Lacaze; bought by the museum
from his collection in 1829.

Exhibitions:

Les chefs-d'oeuvre du Musee de Bordeaux.

Galerie des Beaux-Arts, Bordeaux, 1952.

no. 66.

literature:

F. Noack in Thieme-Becker, xii. 183; Ven-
turi, 1933, ix, 693; Galli, 67; Le XVHeme
vecle europien, Petit Palais. Pans. I 96^.

cited on 323; and all catalogs of (he Bordeaux
museum (fourteen issued from the early

nineteenth century until 1910).

I'm trail oj a \ohlen oiiiaii

( ollections:

J. Pierpont Morgan

\o/l \l, hill

( ollections:

Recorded m the collection oi Don tntonio

clei Medici in 16^2; from thence to the I Ih/i

l iterature

l No.kK in rhieme-Becker, xii, l83;Ga/o
logodei Dipintl, Galleria degli t Hi i

I

no l <8V Venturi, 1933, i\. 693; (..ill.

Robed Salvini, la Galleria degli I ffizi, tuida

/>< / // i isitatore, < . atalogo dei dipimi,

l lorence, 1969. 73.

I edi (, di/i.i . |s78-IM(M

Bibliography

Bottari, Stefano, "Fede Galizia, lrf< antica

, modima. no 24. 1963, 109 60

./.,/. Galizia pittria (1578 It

{ oil. in. i \itisn i rentini, I rento, i

l"-'>

Portrait <> Paolo Morigia {1525-16041

( ollections

(oven to the Smbiosi.m.i in 1670 OJ romaSO
Buzzi.

I iterature

l oi most earlj bibliograph) and museum
catalog references, see \ I alchetti, /.- Pina-

coteca Ambrosiana, Vicenza, 1969, 179, to

which the following references ma) be added

I Baitoli, Sotizia delle pitture, tcultun < •/

architetture . d"Italia, Venice, 1776, I
"4.

rhieme-Becker, xm, 99; Bottari, 1963. )l

1

and 117. note I 1 and lig I I9h

Basket oj Peat lies

Collections:

Harr\ Sperling. New York, until 1967; John
doelet. Paris, until 1974; New i ork private

collection.

Exhibitions:

I.a natura morta italiana. Palazzo Reale.

Naples. 1964. no. 18 and color pi. i.

Literature:

Bottari. 1965. 20 and pi. 14.

\ruiiiisi.i Geatfleschl 53)

Bibliography

Baldinucci

Bissell. R. Ward, "Artemisia Gentili ch \

New Documemed Chron Irt Bulletin,

i . 1968. 153-68

Cleveland Museum of \n Ca and
Hit Followers. catalog bj Richard I Spe.n.

1971

l lorence Palazzo pjtti I

i aggi U hi n el 1 1 (mill i la ,li I . ilug

b> l velina Borea, 1970

I rohlich-Bumc I \ Rediscovered Picture

In Mtcmisi.i ( lentileschi. Burlington

i xxvii, 1940. 16''

I evej Michael, "Notes on the Ro> al < ollec-

non n. \rtemisia Gentileschi's *Sdf Poi

trait' at Hampton ( ourt. Burlington

. im i i\ 1962 79

I onghi, Robeito. ( ientileschi padre c hglia.

xix, 1916, 243-314 (reprinted in

giovannili, 1912-1922, I lorence. 1961, i lome
l. 219-83)

Mou. Mfred, Tin Italian Followers of i

I unbridgc. Mass . i

•

Rutin. \ incenzo, ( ialleria Ruffo nel s,.

.

XVII in Messina con leliere di pittori ed altri

document i inediti," Bollettino darte 1916.

2111

..i Maria Versi in lode di \rtemisia

(ientileschi. / 251, 19" I. B9-92

Tufts, 19".

\ oss. Hermann. Dn \Uil< r< i ,/, > Ham ( k in

Rom. Berlin. 1924. 463

10.

Susanna and tht I

( ollections:

Acquired hv the famil) of the present owner

b\ 1719

I iterature:

\on Pnmmel (see entry, note 10), 75; \ oss.

463; Emiliani (see entry, note II), 42; Moir,

i. Kin. Bissell. 157,

II.

The Penitt m Magdalene

( ollections:

Pirst recorded b\ Inghirami in the Palazzo

Pitti in 1826 but presumabK al reads in

the Medici collections b\ the seventeenth

century

.

Exhibitions:

Caravaggio e Caravaggeschi nelle Gal:.

di Firenze, Palazzo Pitti, Plorence. 197

no. 4". "4-75.
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1 iterative:

I Inghirami, Descrizionedeirimperialee

Reale Palazzo Pun. I iesole, 1828, »6;

Longhi. 1961 ed., 258; Voss, 463; \ Jahn-

Rusooni, La R Galleria Pith in Fin

Rome. I
1*'".

I J8-39; \ incenzo Golzio, //

teicento e il settecento, lurm. 1950, )67;

Moir. i. 101; Bissell, 156; \ Ml c iaranfi,

Pilti Firenze, Novara, 1971, II

12.

Portrait ofa Condoti

Collections:

Vgostino Pepoli, Bologna; gi\cn to the

Palazzo c omunale m \^lts.

1 Herat urc:

I Malaguzzi Valeri, "I nuovi acquisti della

Pinacoteca di Bologna," Cronache tfai

fasc I. 1926, JO and »3;G Zucchini,

Catalogo delle collezioni < omunali dam di

Bologna, 1938, 22; Bissell, 157

13.

Judith n' .

' rvanl with the Head q)

Holofi

< ollections

Prince Brancaccio, Rome
Exhibitions

Art in Italy, I6OO-I7O0, IX-troit Institute

of Arts. I9hy no s (catalog entr) b) \

Moir); Caravaggio and His Follow<

Oeveland Museum of \n. 1971, a
old \/jn."(nvv Walters ^rt Gallery, Balti-

more, I9~2. no. 7.

I iteraturc:

E. P. Richardson. A Masterpiece ot Baroque

Drama." Bulletin oj the Detroit Inslitutt

Arts, xxxii, 1952-53, 81-83 (reprinted in An
Quarterly. xvi, 1953,91-92); Moir. 101

(dated ca. 1617); Bissell, 157-58 (dated ca

1625) and fig. 9; lufts, 1974. 60 and fig 29.

14.

Fame
Collections:

Oswald T. Falk. Oxford: ( R ( hurchill.

Colemore. Alton. Hampshire: London and

New ^ ork art markets. 194? onwards.

Exhibitions:

in Baroque Painting Vrcade

Gallery, London. 1943. no. 14: Baroque

Paintings, Arcade Galler>. London. 1948.

no. 15: Exhibition of Works by Holbein and

Other Masters oj the lf>th and 17th Cen-

turies. Royal Academ\. London. 1950.

no. 368.

Literature:

Frohlich-Bume. 169: Bissell. 159. 161. and

162. fig. 12.

15.

David and Bath.sheha

Collections:

Dr. Luigi Romeo. Barone di San Luigi. 1743:

Carlo Sestieri. Rome. ca. 1960: P. & D. Col-

naghi & Co.. Ltd.. London. 1962: acquired

by the museum in 1967 with the aid of the

Frederick W. Schumacher Trust Fund.

I Herat ure:

IV Dominici, in, I9S-99 (cited w ith its lost

companion piece, a Susanna, also painted bj

all three artis(s); B Nicolson. "Notable Works
ot \n Now on the Market," Burlington

Kiagazim .n. Sup. I. June 1963, no. in:

Bissell, 163; B B Fredrickson and I /en.

Census of /'*< - Sineteenth-Century Italian

Paintings m Worth American Publit Collec-

rtoiu. Cambridge, Mass.. 1972 - '8 so.

261. and 576; fufts, 1974, 62 and fig. )2.

I in rina Fettl (active ca. 1614-ca 1651?)

Bibliograph>

Bag hone. Giovanni, / • vite de' pittori, scul'

tori, art hitetti, ed intagliatori, dal ponn

rio X III del 15 72, m fino a'

tempi di Papa Urbano I /// nel 1642, Rome.

^42 (facsimile edition with marginal notes

b\ Bellon.ed \ Mariani, Rome. 1935)

( adioli, Giovanni, Descrizione delle pitture,

m allure ed tirt hiiettwe t he w osservanv nella

eittd di \4antove.< ne' suoi contorni, Mantua

Marani, E ,andPerina,< . Wantova /.

am. Ill Mantua. 1965

I hieme-Becker. s \ , entr) h\ M.n\ Imlio

Soltmann.

lh

S Barbara

( ollections:

Paul 1 1.hi/. New s ork

Clara Pecttn 1594-after 1651

Bibliograph\

Benedict. ( urt. "Osias Been, un peintre

oublie de natures mortes." Vamour de lart.

\\\. 19^8. '>07-l4.

Gerson, H . and ler Kuile, E H . An and

Architecture in Belgium, 1600-1800,

Baltimore. I9M)

dremdl. F.. Les peintresflamands de nature

morteau XVlie liecle, Brussels. 1956.

Hairs. Marie I ouise, "Osias Been I'Ancien.

peintre de fleurs." Revue beige ttarcheologie

et dhistoire de lart. x\. 195 I. 237-5 I.

Hairs. 1965 ed.. 241-44 and 398.

17.

Flowers in a Class lase

Collections:

Comte de Normand. Nice. France; Galerie

J.Charpentier. Paris. June 1. 1951. lot 117:

private collection. Belgium: Newhouse Gal-

leries. Inc.. New York.

I iteiature:

Hairs, 1965, )98.

18.

Still I tie with Cheese. Bread, and Pretzels

I xhibitions:

Wtister Paintings, Recent Acquisitions,

rhomas \gnew and Sons 1 id.. I Ondon, 1975.

no. 40 in catalog

Gtovanna Garzonl 1 1600-1670)

Bibliography

c arboni, Giacinto ( antalamessa, Memorie
intorno i Literati < gli artisti delta citta di

Ascoli nel Piceno, Ascoli Piceno, 1830.

Naples. 27-28

Pascoli, I ione, l ite de' pittori, scultori, ed

art lutein moderni. 2 vols.. Rome. 1730-36.

19

Pish i>l Broad Beans

i See nevt enti\ I

20

Ihsh ot drape', with /'ears and a Snail

( ollections

Probabl) acquired by the Medici during the

seventeenth century though not identifiable

with works of Garzoni described in Medici

inventories of 167^ and 1692; acquired by

the state in 1890.

I xhibitions:

I a natura morta italiana, Palazzo Reale.

Naples. 1964, nOS 16 I Bt (ins) ami 17 (drapes)

21.

Still I. lie » ilh Birds ami I i lilt

Exhibitions:

Florentine Baroque Art from American

( .'//<< lions, catalog by J. Nissman. Metro-

politan Museum of Art. New York. 1969,

no. 36.

I Herat ure:

W. Blunt. The An oj Botanical Illustration,

New York. 195 I. 8 1 ; Bacci. 53. 77. and

pi \t v. fig. 5 (see note 17. previous entry):

Naples. 1964. discussed in text for nos. 14-17.

Judith Leysterl 1609-1660)

Bibliography

Harms. Juliane. "Judith l.eyster, ihr Leben

und ihr Werk," Oud- Holland, xi iv. 1927.

88-96. 1 12-26. 145-54. 221-42. 275-79.

Hofrichter, Frima Fox, "Judith l.eyster: A
Preliminary Catalogue," Master's thesis.

Hunter College, City University of New
York. 1973.

, "Judith Leyster's Proposition—
between Vice and Virtue," Feminist Art

Journal, Fall 1975,22-26.

Hofstede de Groot, Cornelis, "Judith

Leyster." Jahrhuch der Kdniglich preus-

sischen Kunstsammlungen, 1893, 190-98,

232.
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SchiJdcrijcn door Judith Lcyster,

Oud-Holland, xt vi, 1919, 25-26.

Slivc. Seymour, Frans llals, 3 vols.. London,

1970-74.

lulls. 1974, 70-79.

Wijnman, H. I . "Hel geboortejaai van

Judith Leyster," Oud-Holland, xi ix. 1932,

62-65.

22.

The (><iy Cavaliers | The Last Drop)

Collections:

Sir ( ieorge Donaldson, I ondon (w nh the

companion picture); Muller Sale, Amster-

dam, April 28-29, 1908, lot 70; bought from

this sale hy John G. Johnson

I iterature:

W. R. Valentiner, [John G. Johnson] Cata

logue . . . Flemish and Dutch Paintings,

Philadelphia, 1913, it. 68 (where the picture

is wrongly said to come from the Hoogerulyk

Collection); A. von Schneider. "Gerard

Honthorst und Judith I eyster," Oud-Holland,

XXXX. 1922, 173; Harms. 2^7; Bricic-Misnic

in Gazette des beaux-arts, 1927, 376; Johnson

Collation Catalogue, 1941. II; John G.

Johnson (ollii Hon: Catalogue oj Flemish

and Dutch Paintings (revision ol the 1918

catalog edited by Barbara Sweeny), Phila-

delphia, 1972,51; lul'ts. 1974, 73 and fig 16

23.

The Proposition

Collections:

Munzenberger, l rankfurt-am-Main; Werner

Dahl, Dusseldorf; acquired by the Mauritshuis

in I 892 as the work of an unknow n art isi

I iterature:

Hofstede de Groot, 1893, 197. Harms. 14^-49

and 237; Ci. Poensgen in I hieme-Becker,

win. 176; Mauritshuis a la Have. Musee

Royale de Tableaux, Catalogue raisonne de

tableaux el sculptures. The Hague. 1935, no.

564 (with references to catalogs of 1893.

1895. and 1907); Tufts. 1974. 73 and fig. 37.

Louise Moillon (1610-1696)

Bibliography

Fare. Michel, La nature morte en France; son

histoire el son evolution du XVlle <iu \ \,

siecle, 2 vols.. Geneva, 1962.

, Le grand siecle de la nature morte

en France, le XVlle siecle. Paris. 1974.

Wilhelm. Jacques. 'I ouise Moillon.' L'oeit,

September 6-12, 1956

24

At tlu Gret ngroi ei

( ollections:

Acquired h> the I ouvre in 1955

Exhibitions:

Natures »m/Im an* unms el ninth i m s

Musee de Kennes. I9^v Peintures francaises

an \ i lie siecle, Musee iles Beaux-Arts,

louis. 1973.

I iterature:

Wilhelm. 811 I art, 1962, I. 42 and 99. and

II, pi. 34; Musee National du Louvre, Cata-

des peintures I Ecolefrancaise, Paris,

1972.268: Mini i du Louvn Catalogut

xllustri des peintures Ecole francaist \ I //.

ei \ i ill, tiecles Paris, 1974, n, 17 and

206; I art, 1974. 50-51 and 5t

25

Basket oj Aprh "/^

Collections:

Francois Heim, Parts, since I

I vhihitions:

Natures mortes am <• nm * et modi

Musee de Kennes. I9*n. no 18. \utii>

mortes de Vantiquiti au \ I //< w<i/< Musee

d'Arl el d'lndustrie. Saint-I ticnnc. I9<4.

no 17. Vier eewwen slilleven in Frankrijk,

Museum Bo\mans-\an Heuningen. Rotter-

dam, 1954, no. 17. Void des fruits, des

Hi ins des feuilles, el ties brant hi i, Beinhcim.

Cms. 1957, no 40. The Grand Gallery, I he

Metropolitan Museum ol \n. New Xork.

1974. no. 150

I iterature

Wilhelm. I3(repi in colon: I ,ne. 1962, D,

pi. 52; I are. 1974. 64

26.

Snll / tie ii ///; Grapes </'/</ l uu I nn t s

(ollections:

I rancois Heim, Pans. i^~4. private collec-

tion. Pans.

Exhibitions:

La femme peintre el m ulpteur du \ I lie tm

\ \, siecle. Grand Palais. Paris, 1975, no V

I iterature

I are. I

l»~4. 66; M and I I are. "
I rois

peintres de fruits au temps de I ouis xtit.""

Connaissance des arts, no. 272, October

1974. 88-95. repr. 91.

Marj>aretha de Heer (active in the 1 650s i

Bibliography

Thieme- Becker, s \

I iterature

Gilberte Martin-M !an-

daise du X I lie sih /< duns let < .///<•< dons du
Musee des Beaux his Bordeau) 1966, 14

(with full lisimg ol eariiei Bonk
catalogs)

Maria \an Ooatcffwyck I
1630- 16

Bibliography

Houbraken, \rnold, !>

di i \rdi rluiilsi he konslsi hildl >

si hila nsierdam, l" 18-20

I hieme-Beckei

28

l anitas

( ollections

In the Hapsburg collections, \ ienna, by 173

I ihibittons

lnh Iht nl der ijdelheden, Hollandse vanitas-

\ oorsti llingi n uit it*

catalog h\ i w I Moerman et al . I eyden.

Museum de I akenhal. I9~(i. no 20 (with an

neous provenance)

I iterature

I duard Rhtei von Engerth, Kunsthistoris*

Sammlui dlerhdchsten Kaiserhausi
..',/« Hi i< In, iht nth s I . - eit 'ons. 2

vols
. Kunsihisiorisches Museum. \ lenna. 1X84.

u. 124-25; Wurzbach. u. 256; Hofstede de

drool in I hicme-Becker. XXVI. 25 Vei

nis de Kunsthistorisehes Museum.
\ienna. 1973, 125

ther I lot-.

.

» nh Inset is

( ollections

Richard Green, I ondon, 1972; acquired

from him h> the present owner
I iterature

I npuNislu-d except lor an advertisement in

Connoisseur, September 1972

I li-.ilutt.i sir.uii • <.foi

Bibliography

kur/. ( )tto. />' at B md-

tstle, I ondon. 1955, 133

Emihani. Andrea, "Giovan Andrea ed hlisa-

betta Siram." in Bologna. Palazzo dell'Archi-

ginnasio. \/(;< stri delta piitura del seicento

emiliano, catalog by P. Arcangeli et al..

1959, 140-45.

Malvasia, n, 385ff.

Return from the Hunt

(ollections:

Marquis de Lacaze: acquired b\ the town o\

Bordeaux in 1829.

Exhibitions:

Chefs-d'oeuvre au Musee des Beaux-Arts de

Bordeaux, catalog by M. Martin-Mery,

Musee des Beaux-Arts. Ghent. 1970. no. 3 I.

Manaresi, \ntonio, EJisa

Bologna. 1898.

Tufts. 1974, Si
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the It //</<

Collections:

G H Cremonese of Bologna, 1660; Zam-
beCCari C Olfaction, Bologna. h\ 1

1

acquired b\ the Pinacoteca Nazionalc in

I iterature:

Malvasia, n, 395; Emiliani. M and 66;

Piru* . Sazionale di Ho, \ ';;/c

Uoriche e itinerario illustrativo ed. V
Emiliani, Bologna. 1969, 175 iw.th full

references to earlier museum catalogs)

31.

Puma Wounding H. Thigh

Collections:

Simone rassi, Bologna. Ifsh4; Bontigholi

Collection, Bologna. ( arlo Sestieri, Rome.

\\ ildenstein & Co., New ^ ork

L vhihitions

Tableaux italii tu \/l • - \ t //

I (K-il Galerie, Paris, 1973, no i^

I iterature:

Malvasia, li, ;gg

Manjlurita ( jfh (active 1662-1700)

Bihliograph>

Detroit, 1974, i^s-94 (nos. I lOa-b).

Naples, I9h4. 112-13 (nos 216

Still Life « ith I

Still Life « uli Flowers in Si tting

Maria Nihslla Mtrijn i 1647-1717)

Bihhographv

Blunt. Wilfred, The Art oj Botanical Illus-

tration, New Nork. 1951, 127-29

Gelder, Jan Gerril san. Dutch Drawings and
Prints. New "» ork. I

4-9

Nuremberg, Germanisches National museum.

\4aria Sibylla Merian, 164 ~-
1 "I 7, catalog h\

Elizabeth Rucker, 1967

Pfeiffer, \l \ . />« M < r«< der Maria Sibylla

Meissen, 1931.

Quednau, Werner, Maria Sibylla Merian:dei

Lebensweg einer grossen Kunstlerin und

< rin, Gutersloh, 1966

Schnack, I riederich, />.o kleine Buch der

'in under: kolorierte Sin he I Mai ia

Sibylla Merian], 1 eip/ig. 1954

Stuldreher-Nienhuis, J., I erborgen Para-

dijzen. Hel leven en de werken van Maria

Sibylla Merimn, 1647-1717, Arnheim. 1944.

2nded 1945

rufts, 1974 ss 91

M
, -rphosis o! <. /

c ollections

Histor) prior to its acquisition h\ the

Minnich C ollcction unknown
( vhihitions

Minnich Collection, Ihe Minneapolis

Institute ot \rtv |9~n. no 30

Sim: nted Lady Butterfly, a Pink

\
' >th, tt StrtlH hi rr\

. ,i P, a Pod,

Two Shells, and a Sprig oj White Currants

Susan t'nulopt • Kussi- ... 1652-1700)

Bihliographv

I oskett. Daphne. J />/( tionary "t British

Miniature Painters, I ondon and New Nork.

I ondon. National Portrait Gallery, Samuel

• u r tunl His Contemporarit t, catalog h\

Daphne I oskett. I"

Exhibitions:

Samuel ('(><>/><> and His Contemporaries,

National Portrait Gallery, I ondon, 1973,

no. 191.

37.

s< If-Portrail oj the Artist

Collections

l dwin l awrence, b) 1862; bought from him
h\ the museum in 1892.

I iterature:

w illiamson, i. S i- s 2: I ong, J77; l oskett.

1972.481: London, 197 J, 99; Reynolds, 8,

1-14

Portrait <>/ Robert it ignall
( 'ollections

Edwin l awrence, h> 1862; bought From him
bj the museum in 1892.

I iterature:

Williamson. I, 51-52; I ong. *77; I oskett.

1972. 481. I ondon, 1973, 99; Reynolds,

16.-17.

Undid Ruwh 1 1664-1750)

Bibliograph)

(nam. Maurice H . Flower Paintings through

I, 'in Centuries; i Descriptive Catalogue oj

the Collection Formed by Major the Honor-

able Henry Rogers Broughton. Including a

dictionary of flower painters from the <vith to

the \i\ centur) h> ( ol. Maurice H. Grant,

I eigh-on-Sea, 1952.

. Rachel Ruysch, 1664-1750. Leigh-

on Sea. 1956.

Hofstede de Groot, < ornelis, Beschreibendes

tuul Kritist hes verzeichnis der Wake der

hervorragendsten hollandischen Mala <les

\ i II Jahrhunderts: nach Jem muster von

John Smith's Catalogue raisonni zusammen-
gestell von l>i ( Hofstede de Groot,

Esslingen, 1907-28.

Lendorff, Gertrude, Warm Sibylla Merian,

1647-1717, ihr Leben and ihr H . rk Basel.

1955.

Merian. Maria Sih\ lla. Metamorphosis

rum Surinamsium, Amsterdam. 1705

yt . schnacki.

, Erucarum iirtus alimentum et para-

doxa metamorphosis, in qua origo, pabulum.

transformatio, nee non tempus, locus et

proprietater ertu arum vermium, pupiliomtm

.

phaelaenarum. musearum. aliorumque.

hujusmodi exsanguinium animalculorum

exhibentur Amsterdam. 1717.

[Merian], "A Surinam Portfolio." Natural

History. 1962. 28-41.

1 ong. Basil S . British Miniaturists. I ondon.

I s»2w

Reynolds. Graham. Samuel Cooper's Pocket-

Hook. London <\ ictoria and Albert Museum.

Brochure 8), 1975.

Vertue, George (1684-1756), The Notebooks,

Jin Walpote Society Annual, win ( 1929-30).

1 16-17; XX (1931), 56-57 and 69: wiv ( 1935-

36), 21. 41. and 185.

\V illiamson. GeOTge ( . History of Portrait

Miniatures. London. 1904.

36.

Portrait ofEleanor (Nell) Gwyn (1650-16X7)

Collections:

Nell Gwyn: Duke of St. Albans (the sitters

son): John Drummond (1723-1774). whose

family acquired it when he married the

granddaughter of the Duke of St. Albans;

then b> descent until sold at Christie's. Febru-

ary 1973. lot 131.

Renraw, R.. "The Art of Rachel Ruysch,"

Connoisseur, xcil, 1933. 397-99.

Tufts, 1974,98-105.

Valentiner. Wilhelm. R.. "An Allegorical

Portrait of Rachel Ruysch," North Carolina

Museum oj Art Bulletin. I. 1957. 5-8.

39.

Flower Still I. lie

( ollections:

William Wells by 1835. who sold it with a

companion picture at Christie's. May 12.

1848: Edmondde Rothschild (1845-1939);

Edward Speelman. London: acquired by the

museum in 1956.
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Exhibitions:

British Institute, London, 1832. no. S4;

British Institute. London, I8SS. no. 68.

Literature:

J. Smith, Catalogue Raisonne oj Dutch,

Flemish and French Painters, I ondon, 1829

42, vi, no. 17; Hofstede de Groot, 1907-28, \.

no. 57; Grant, 1956, no. 75 and color pi .4: K

I indesmith, "The Good I lungs in I ife,"

Toledo Museum News, n.s., t, no. 3, 1957.

16-18; "Accessions of American and

Canadian Museums. October-Oecembei
1957,"" Art Quarterly, \\i. no. I. 1958, 85;

OttO Wittmann, "
I he < rolden Age in the

Netherlands," Apollo, i XXXVI, no. 70. 1967,

474; Mitchell. 224 and fig. 118.

40.

.S//7/ Life with Flowers ami Plums

( ollections:

Sold Amsterdam, July 17. 1782, no. 92 (126

florins); ( ounl Anton I amberg-Springen-

stein; given by him to the Akademie » ith a

signed companion (no. 665; lost in World

War ii) in 1821.

I iterature:

C. von Liitzow, Katalog der Gemalde-Galerie,

Vienna, 1889, no. 664; Robert Eigenberger,

Die Gemaeldegalerie </<' Akademie der

bildenden Kiinste in Wien, Vienna. 1927. UiS.

66. no. 664: Hofstede de drool, 1907-28. \.

no. 86; Grant, 1956, no. 50; Katalog der

Gemalde Galerie, Akademie dei bildenden

Kiinste, Vienna, 1961, 1 12 (and latet editions)

Rosalba Carrier* 1
1675-1757)

Bibliography

Camera, Rosalba. "Journal" pendant ion

sejoura Paris en 1720-1721 . trans. A. Scnsier.

Paris. 1865.

Cessi, L., Rosalba Carriera, I Maestri di

Colore, Milan. 1967. no. 97.

Colding, 125-37.

Gatto, Gabrielle, "Per la cronologia di

Rosalba Carriera," Arte veneta, \\\. 1971.

182-93.

Hoerschelmann, Emilie von. Rosalba Car-

riera, die Meisterin der Pastelmalerei, ami
Bilder aus der Kunst and Kulturgeschichte

des 18 Jahrhunderts, Leipzig, 1908.

Jeannerat, C, "Le origini del ritratto a

miniatura in avorio." Dedalo, II, 1931.

767-80.

Levey. Michael. Painting in XVlll-Century

Venice, London. 1959. 134ff.

Malamani, Vittorio. Rosalba Carriera.

Bergamo. 1910.

Tufts, 1974. 106-15.

Zanetti, Antonio Maria. Delia pittura

veneziana e delle opere pubbliche de

veneziani maestri, 5 vols.. Venice. 1771.

41.

Portrait oj Robert, Lord Walpole

(1700-1751,

( ollections:

Robert. Lord Walpole; Horace Walpole at

Strawberry Hill b> I7H4; lot 47. 14th day .»i

the sale of the contents ot Strawberry Hill in

1842; bought by Morgan tor * guineas.

Salting ( ollection; bequeathed to the museum
in 1910.

I iterature

B s I ong. Hand-List •>! Vfiniatun

traits and Silhouettes, \ icImm.i .hhI Albert

Museum. I ondon. I9«). 10. ( olding. 137.

42.

Woman at lit i l>n tsing table

( ollections:

\ icioi I Pollak, \ lenn... 1924. I dward B

Greene, ( leveland; given to the museum
by 1950.

I xhibitions:

Intel national I \lubilion oj Minmliin *

catalog In I Schidlol \lhei Una. \ icnna

1924. no I
< ;

I iterature

( leveland Museum ol \it. Portrait Winta

tures The Edward B Greem Colleen

catalog by I H Burchfield and H B vVehle.

1951. 20-21 and no 84 ipl XXXVII)

(.iulia Lama (ca 1685 aftei 1

Bibliograph)

( ioel ing, M "( nulla I aula. Jahrbm Ii ,1, i

Kiinigllch preussischen Kunstsammlui

Pallucchini, R . "Di una pittrice veneziana

del settecento Giulia Lama,' Rivista darte,

I9U. 400

Piazzetta, Milan. 19

'Miscellanea piazzettesca

vt neta, I9h8. nr 10

"Per la conoscenza di (nuh.

I una," \ru t < m ta, 1970, 161-72

Ruggen. I go. Dipinti < dist p/ii di Giulia

lama. Bergamo. 1973.

43.

The Martyrdom oj St. Eurosia

Collections:

Gatti Casazza ( ollection. \ en ice. by 1935;

given to ilu- ( It Rezzonico m I9h2

1 iterature

(ioering. 166: Ci. Mariacher. "II lascito

Gatti Casazza a Ca Rezzonico," Bollettino

</<•/ Musei Civici Veneziani, 1962. 31;

Pallucchini. 1968. note 3: Pallucchini. 1970.

164: Ruggeri. 20.21.

Mark tone Loir (ca 171!

Bibliography

Bellier-Au

I afond, P " \le\is I oir-Mariannc I oil

Re"union des Sociitisdei /<•.,< !

Dipartements, Pal is. 1892

I hieme-Becker, i v

44

Portrait of Gabrielle-Emilh l< Tonnetiei

Hull nil Warquisi Du Ch&telet

( ollections

(oven to the museum by the state in 1>

ami therefore perhaps in the 1 rench

loyal collection before the Revolution

bitions

des musies dt Bordeaux Musee

des Beaux \nv lei \viv 1964, iv

Kunst and < •< i\t Frankreichs im 18 Jahr-

hunden Vienna. Oberes Belvedere, 1966.

no 225; Exposition des chej da

\lnui ill \ Beaux Irlsdi Bordeaux Nagoya,

Kamakura, Osaka, Fukuoka, I971-72.no 21;

,ia \ i ill

Musee < . ').. 2 1 /'

Irai: Musee des Bcau\-\rls.

Bordeaux 1975, IM

I iterature

I ( lenient de Ris. "Musees de provinc

Musee de Bordeaux in I lie

P to mi 28; de Ri^

I ,/. l>r.n in, , P. iris. |X~2 '(

l afond, 376-77; H de la \ illc de Mirmont,

Hisloirt da \l,. a {1801-1

Bordeaux, lx9s<. i. 95, 120. and 121. I

( ionse. ( h, >\ ./ .<<//! re ./< 1 \4ust < 1 </<

m , Pans. 190 - • P de Nolhac,

Paris, 1905, 139;

I hicme-Bcckcr. XXIII, 334; J \ergnet-Rui/

and M I aclotte. /'< till < I grands must < 1

dt Franci Para, 1962, 243 It is also cited in

all published catalogs of the museum issued

from the early nineteenth century until

1953

\11na Dorothea I isiiMskj-liu-rbuseli

1 1721-171

Bibliography

Potsdam-Sanssouci, kulturhaus Hans

Marchwitza, Anna-Dorothea Therbusch,

1721-1782. catalog by Gerd Bartoachck,

1971

Thieme-Becker, s v., entry by ( Reidemeister.

45.

Portrait ot Jaeob Philipp Hackert (1737

Collections:

Reception piece given to the Academy by the

artist in 1776.

Exhibitions:

Angelika Kauffman und ihrt /

Vorarlberger I andesmuseum.

Bregenz, 1968. no. 326.
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I iterative:

\ Weinkopf, Beschreibung dei A. r\

Akademie der bildt ^ \ ienna,

C \on I utzovt . Katah .

Galerh . \ ienna, 18S 1*. 274, no. 113; I hieme-

Becker, win. :

Frafofae Dnpaer (1726-

Bihhographv

Auquicr. Philippe. "An Eighteenth (. entury

Painter Franooise Duparc," SmWh .

vi, 1905

Billioud, Joseph. "I n peintre des types

populaires 1 rancoise Duparc de Marseille

(1726-177! kx,

1938, \~ -

46.

Collections:

I eft h\ ihe artist in her will to the I own Hall,

Marseilles, in 1778; given to the museum in

1869

Exhibitions:

/ < \
-

c mmi I /'< intri s au \ I ///

Musee Goya, Cast res, I973.no ^iwnh
references to five earlier exhibitions),

1 iterature

I I agrange, "Exposition Regionaledes

Beaux- \rts a Marseilles

1861, 544; Kuquier, 477 -

Auquicr. Calalogut des peintures, sculpt

pastt Is 1 1 dt Bins Musec des Beaux- \rts.

Marseilles. 1908, no 162; Billioud. 171

47

Head oj a Young B oman
Col lections;

Rocamir de la lerre: given to the museum
before 1884.

Exhibitions:

/.< i ft mmt i pt intrt i au \ I III' tit

Castres, Musec Goya, 1973, no 6.

Literature:

M C rouchandeu. Catalogue raisi

objels dart et dan heologie du U«>i i

Perpignan, Pcrpignan. 1884. 67, no JO

(attributed to Greuze).

kagetica kaufTman (1741-1807]

Bibliography

Brcgcnz. 1968.

Busin \ id. Vndrea,
"
Angelica kauffmann and

the Bariatinskis.'" Apollo, i wmi. 19ft?. 201-8.

Manners, Lad\ \ ictoria. and Williamson.

G. C. Angelica Kauffmann. R. A.. Her Lite

and Works, London. 1924

Mayer, Dorothy Moulton. Angelica Ka
mann. R.A.. 1741-1807. Gerrards Cross. 1972.

Poensgen. Georg. "Ein kunstlerbildnis von

Angelika Kauffmann." Pantheon, in. 1973.

294-97.

Rossi, Giovanni Gherado de, ' ua di Angelica

Kauffman, pittrice, Florence, 1810.

romory, Petei \ . Angelica Kauffmann-

'Sappho'," Burlington Magazine, cxill, 1971,

272-76

1 ufts. |s)'4. 116-25.

Walch, Petei S .

" \ngehca kauffmann.' doc

toral dissertation. Princeton I niversity,

1969.

Angelica Kauffmann and Her

Anne \ allay ir-(oslor ( 1 744- 1818)

Bibliography

Roland Michel, Marianne, "\ proposd'un
tableau retrOUVe de \ all.i\ci I osier." Bulle-

tin de la Sociiti tie I Hisloirc de I'Art

Francois, 1965.

, Anne I allayer-Coster, Pans. 1970.

C ontemporanes. ' Art Bulletin, l I, 19ft"

patra at the Tomb '• Inthon)

Exhibitions

London, Royal Academy, 1770. no 118.

\rt 1400-1800 front Collections in

Britain. ( n> \rt Gallery, Manchester,

|s)hi.no 197; ingelika Kauffman und ihre

\ orarlbcrgcr l andesmuseum,

Bregenz, 1968, no 52; / N

ism Royal Vcademy, London, i

no 160

1 Herat ure

Manners and Williamson, 188, 223, 236;

Michael I evey, R ft volution. New
'loik. I^^<s. 1821 . Robert Koscnblum. I runs-

itions in latt Eighteenth Centur)

Princeton, 1967, 42 i

4s>

Portrait

( ollections

Johann Peter Kauffman; George Kauffman;

I he r arl o\ Morles

Exhibitions:

Angelica Kauffman, Kenwood, I ondon. 1955,

no 2o. 4ngt lika Kauffmann und ihre Zeit-

Vorarlbergei I andesmuscum.

Bregenz, 1968. no. 4

Cornelia. Mother <>t the drat c /)/

( ollections:

George Bowles. Sir ( harles Kushoul (b>

inheritance): The Province of Alberta (at 37

Hill St.. London, W. I).

b xhibitions:

Koval Academy. London. 1786. no. 86.

51.

Vergil Writing His Own Epitaph at

Brundisium

Collections:

George Bowles; Sir Charles Rushout (by

inheritance); The Province of Alberta

(at 37 Hill St.. London. W. 1).

Exhibitions:

Royal Academy. London. 1786. no. 196.

52

The H hire Soup Bowl
Collections:

Marquis de Maiigin. I
"7

I -82. sold Paris.

March-April 1782. no. 113; M. Beaton, sold

Pans. Hotel d'l vreux, \pnl 25, 1787. no.

204. private collections. Pans

Exhibitions:

Hommage a Chardin, Galerie Heim, Pans.

1959, no 82; /< cabinet <fun amateur, Gal-

eriedc I'Orangerie, Pans. 1965. no 100.

I iterature

Salon oi 1771, in Diderot. i\. 201: I are. 1962.

i. 178. and u. color pi. \n (see Moillon hib-

liography); Roland Michel. I46S. 189;

Roland Michel. 1970. no. 222.

I OSt ft I to* er\ M nil liu\t oj I luru

( ollections:

Abbe lerray, 1775-79; sold January 20,

1779. no. 92; I e Boeul ( ollecdon; sold April

8. 1783, no 92: Matthieson Gallery . I ondon.

1959; t \ rhaw. New York and London.
1 nhibitioru

/)/< / lau ah Kunstlerin, Kunsthaus, Zurich,

1958, no. 126; Women I Historical Survey

,'t Works by Women Artists. North ( arolina

Museum oi \n. Raleigh, 1972, no. 9.

I iterature:

Salon of 1775. no. 99 (for references to critics'

comments, see Roland Michel. 1970. 102);

I are, I, 178 and 229. and II, pi 408 (see Moillon

bibliography); Roland Michel. 1970. no. I.

54.

S/i// Life with Military Trophies and a

Hust oj Minerva

( ollections:

Mme. Vissitier, 1777: Vicomte G. ( nabed
and sold from his collection in Pans. Gal-

erie ( habert. June 5, 1909. lot 12; anonymous
sale. Hotel Drouot. Paris. June 9. 1923. no.

15; Mme. P. Potin; sold by her at Galerie

Georges Petit, Pans. April 22. 1929. no. 25;

anonymous sale. Hotel Drouot. Paris. March

7. 1941. no. 15: anonymous sale. Galerie J.

Charpentier. Pans. December 15. 1959. no.

30: private collection. Pans: Wildenstein &
Co.. New York.

Exhibitions:

Salon de 1777. Paris, no. 101: Deux siecles

de gloire militaire, Musee des Arts Decora-

tifs. Paris. 1935. no. 494: Hommage a

Chardin. Galerie Heim. Paris. 1959, no. 84;

The Object as Subject. Wildenstein & Co..

New York. 1975. no. 77.
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I iterature:

Lettres plttoresques a ['occasion des tableaux

exposes mi Salon en 1777, I'aris, 1777, letter

7; E. Dacier, Catalogue de ventes et livrets de

salons illustres par Gabriel de Saint-Aubin,

m-iv ("Livret de Salon de 1777"), I'aris, 1910,

48; Fare, 1962, I, 179, 222. and n, no. 246

(see Moillon bibliography); Roland Michel,

1970, 187-88, no. 264; Nochlm, 1971, JO.

55.

Still Life with Plums anil a lemon

Collections:

Harry (j. Sperling, New York; sold 1971.

Exhibitions:

Salon of 1779, no. 105.

Literature:

Roland Michel, 1970, no. 138.

Adelaide Labille-Guiard (1749-1803)

Bibliography

Passez, Anne-Mane, Adelaide Labllle-

Guiard, 1749-1X03, Pans, 1973.

Portal is, Roger. "Adelaide I abille-Guiard,"

Gazette des beaux-arts, 1901, n. 476-94; 1902,

i, 325-47.

., Adelaide l.ahille-duiard (1749-

1X03). Paris, 1902.

56.

Portrait ofMadame de Genlis

Collections:

Bought in France in 1874 by Mrs. Willard

Parker; by descent to the present owner.

Literature:

Passez, 232-33.

Marie Victoire Lemoine ( 1754-1820)

Bibliography

Bellier-Auvray, s.v.

57.

Interior ofthe Atelier ofa Woman Painter

Collections:

Family of Marie Victoire 1 emoine; W'ilden-

stein &Co., Paris, by 1926; Wildenstem i\

Co., New York. 1937-49; Mrs. Thornycroft

Ryle, New York; gift of Mrs. Ryle to the

museum in 1957.

Exhibitions:

Exposition des femmes peintres du XVIlie

siecle, Galerie J. Charpentier, Paris. 1926.

no. 68; French Paintings ofthe Eighteenth

and Early Nineteenth Centuries, Cincinnati

Art Museum, 1937, no. 14; Pictures within

Pictures, Wadsworth Atheneum. Hartford.

1949, no. 27; Portrait ofthe Artist, catalog by

John Walsh. Metropolitan Museum of Art.

New York. 1972. no. 14: Old Mistresses,

Walters Art Gallery, Baltimore, 1972. no. 15.

Literature:

Livrets des Salons. 1796, no. 284; A. Lirtzeler.

"L" exposition des femmes peintres du

XVIlie siecle," Gazette des beaux-arts. 1926.

161; Oulmont. pi. 58; Thieme-Becker. win,
34; D. Ojalvo in Revue du Louvre. 1973. 333.

Elizabeth Vigee-Lebrun (1755-1842)

Bibliography

Babin, G., "Mme. Vigee-I ebrun. portrait de

Mme. Grand, plus tard pnncesse de I ally-

rand." L'illustration, June 1912.

Bischoll, I . "Vigee-I ebrun's Portraits i>t

Men," Antiques, Januar) 1968. 109-13.

Blum. Andre, Madame I I 'run,

peintre des grandes dames du A l lll< rfet l<

Pans. 1919.

Bouchot, Hem i. i ne artiste francaisc

pendant ('emigration, Madame Vigee-

I ebrun," Re\ m </< / "/' am an et moderne,
1X98. i. 51-62, 219-30.

Golzio, \ incenzo, "ll soggiorno romano di

I lisabeth Vigee-I ebrun." Studi romani iv.

19V,. IK2-8L

Hautecoeur, I Madam* i< • Lebrun

Pans. 1917.

Helm. v\ illiam Henrj . I run /!• <

I iii and Friendships, Boston, 191*

, Vigii Lebrun ll> i 1 1<< Works
ami I riendships, I ondon, 1916

l ebrun, Jean Baptiste Pierre, Precis his-

lorn, at de la vie de la citoyenne Lt hi an.

peintre, Pai is. 1 794

Muntz, I ., "Lettres de Mme Vigee-I ebrun

relatives a son portrail de la galerie des

offices 1 1 79 1
1." \,/;/i , u, \ an hi\ < v «/< fart

francais, 1874-75,44

Nikolenko. 1 ada. "
I he Russian Portraits ot

Mme. \ igee-l ebrun." Gazette de\ beaux-

arts, i XX, 1967, 91-120.

Nolhac. Pierre de. Madame I c'< < -1 < brun,

peintre de la reine Marie- Antoinette. I

~
5

v

1842. Pans. 1908.

. Madame 1 c.'i< /< brun. Pans. 1912.

Vigee-Lebrun, Mane l ouise Elizabeth,

Souvenirs de Mme ' igee Lebrun, 2 vols..

Pans. 1835-37 H dition cited Pans I8l

Mi in, mi s trans. Lionel Stia.

New Vork, 190V

<X

Pillet. Charles, Madame I igh -Lebrun,

Pans. 1890

Tripier-1 e Franc, Justin. Sotice v<r la \ « el

lesouvrages de Mme. /.< Brun, extract from

Lejournal dictionnaire de biographie

moderne. Paris. 1928.

Tuetey. A.. "I "emigration de Mme. Vigee-

Lebrun," Bulletin de la Societe de I' Histoire

del'Art Francais. 1911. 169-82.

Tufts. 1974. 126-37.

Portrait oj ( mint ShuvaloJ)

( ollections

( ounl Kan ShuvalofT, Moscow; b> descent

to ( ountess Elizabeth Vladimirowna

( houwalofl (ShuvalofT) in 1905; < ounl Karl

I ankoronsky, \ ienna, bv I9<ix. acquired b>

the museum in 19^2

I \lnbitions

Portraits russes artistiques et hisloriqui

I (position Retrospective de la \ ille de

Pans. St Petersburg, Palais de la Fauride,
|9(|s / ,,,,,. / / (,,, , ,, ,,, /',,// linj
I, a, Works b) European and American
Artists ed Gertrude Rosenthal. Baltimore

Museum ot \m. lw,x no 45; / xhibition

Sim im tin Permanent Collection,

North < arolina Museum of \n. i I

coloi upi . it./»;,', i Historical Sm •

Works b) Women iin\i\ North ( arolina

Museum ot \n. Raleigh, 1972, no. 12

I iterature

Vigee-Lebrun. 1869 ed i 15-16, and u. 356;

Nolhac 1908, 17, 157, 161; Hautecour, it;

Helm. 191 < I v 216; Blum. 15, 94. U R

\ alentiner, ( dtali North

( arolina Museum ol \m. Raleigh. 19

no 162, 72-73, repi . Nikolenko. I 14. no 46;

Bischoff, 109-11; tufts, 1974, 1 2 7 and tig. 70.

art

( oiled ions

Marquise de Jaucourt. Steilman ( ollection

b> 1909; Jessie WoolWOrth Donahue b>

1942. given b> her to the museum in I9M.

I inhibitions:

I uiii li and English Art I •• ne

\ t /// ( , ntui Parke-Bernet, New n ork.

1942. no 65; / Mastt rpit

I lu Metropolitan Museum oj in Tokyo

National Museum and Kyoto National

Museum. 1972, no

I iterature:

\ Dayot, L'imi femmt Cans. 1899.

109; Nolhac 1908, 140; Helm. I9|v :

Blum. pi. x\ : Hautecoeur. 61.

60.

Portrail oj the Comtesst du But/uoi

Collections:

Prince Paar. Vienna, from whose family the

painting was acquired bv \S ildenstein.

Exhibitions:

O retrato na Franca, Museo de Arte. Sao

Paolo. 1952. no. 2f>: /) ( It Prud'hon,

Gazette des beaux-arts. Paris. 1956. no. 90.

Literature:

\ igee-Lebrun, 1869 ed.. i, 282. and 11.

Helm. 1915. 190: Blum. 63-64 and 101.

34"



61.

ara Ivanovna Sarishkine

Collections:

\ i. outeaux. Pans. 1863; Boris Serguyev;

\\ iMenstein ft Co., Now 'i ork, 1934-46;

Oscar B Cintas, Havana, ( uba, unul l

Cintas Fellowship Program. Institute of

International Education, New >ork: c intas

Sale. Parke-Bernet, New York, May I, 1963,

no 21 las Princess luualkin); Knight b> the

muM'um with funds from the 1 illian Cull

Derby I rust Fund.

Exhibitions:

tion of Historical Portraits St Peters-

burg, 1870, no 17th and 18th

Centurit t, Cleveland Museum of \n. Ohio.

19?4: La peinture I -collections

americaines, Museesde Bordeaux. Bordeaux,

1966. pi 16; France m the 18th Centui

Royal Vcademy, I ondon, 1968. no. 714;

Six Centurit i of Paintingfront the Columbus
Guilt Ohio St.itc I niversh)

\rt Gallery. Columbus, I973.no u
I iterative:

Helm, 1915, 223; tccessioas of \mcrican

and Canadian Museums Vpril-June I9<

An Quarterly xxvi, 1963, ;< s and *63

Gabridk ( t§mt '61-1817)

Bibliograph)

Doria.Comte \rnauld, / neimult d Adelaide

Labille-Guiard: Gabrieile Capet, portrait

Cans. 1934

Portrait of Christian-^ s unit:

C ollections:

Alexandre VOfl Schantz; given to the museum
h> 142^

1 iterature:

1929 catalog of the N.itionalmuseum. no

157; Dona, no ;
I

Marguerite Gerard
I 1761-1837)

Bibliography

Doin. Jeanne. Marguerite Gerard (1761-

1837V Gazett tx-arts, ( i\. 1912.

429-52

Levitine, G . "Marguerite Gerard and Her
Stylistic Significance." Baltimore Museum
Annual, ill. 1968. 2 Iff.

Perate. A.. "Les esquisscs de Gerard."" L'art

et les artistes, 1909

63.

An Architect and His Family

Collections:

Doistau Sale. Paris. June 9-1 I. 1909. no. 46:

Eugene Fischoff Collection, Pans: Mary
brick Jacobs Collection. Baltimore.

Exhibitions:

Jewelry and Finery. Herron Museum of Art.

Indianapolis. 1967. no. 2: Old Mistresses,

Walters An Gallery. Baltimore. 1972. no. 16.

I iterature

H Barton. The Collection of Marj I rick

Jacobs, Baltimore. 19^8. pi 24. G Rosenthal.

\ chitect I edoux and His Family," Batti-

more Museum I V mu November 1947.

1-3; Baltimore Sunday Sun. "Object ot the

Week," Jul) 21. 1957, Magazine Section,

repr I: I evitine, 2 Iff., pi. on 20

ts4

///< Piano Lesson

c ollections

\nonymous sale. Pans. \pnl 2. 1857, no 5;

anonymous sale, Pans. \pni 28. 1857. no,

29; Maulei Sale, Pans. November 29. 1875.

no )6; l.im.n Sale. Paris. \ P nl9-l2. 1883

no <4; Pereire Sale. Paris. November S.

1972, no. 12.

Marie Gene* ieve Bouliar 1 1 762- Is

Bibliograph)

BelHer- \uvrav . s.\

Jouin. Henri, MIU \l C Bouliard. Paris,

1891

I hieme-Becker, v

n de\ mu\ee\ du nordde la Irani . /..

peinturefrancais, 1770-1830 Miusee

d'Arras, 1975, catalog entr) on Bouliai bv

1 rancoisc Maison

Aspasia

C ollections

Recorded m the Musee Napoleon 1 1 ouvre);

Palais de 1 ontainchlcau. 1837 to 1875; given

bv the state to the museum at Arras in 1876.

Exhibitions:

Salon of 1795, no s
i . Trisorsdes musics du

nurd de Lt\ peinture francaiSC,

1770-1780 Musee d'Arras, I975.no. 17

icatalog entry bv 1 M.nson).

I iterature:

Catalogue . . . du Musie de la ville d'Arras,

\rras. I880.no. II; Bcllier-Auv ray . I. 139;

Jouin. If); Catalogue du Music de la ville

d'Arras. 1907. no. 27.

66

Portrait of Chevalier- Alexandre-Marie

Lenoir

(See next entry.)

67.

Portrait oj Adelaide Binurt I.Mme. Alexandre

l.cnoin

l ollections:

Alexandre Lenoir: I enoir family In descent

to P i enoir; bought from him for the

museum in 1899. Adelaide I cnon I enoil

family bv descent to Mine. V I enon; Mile.

Boitle; bought from her for the museum in

1945

I xhibitions

/ xposition ilcs femmes peintres, organized

bv Mine V Besnaid. Hotel de I ycetun-

l ranee, Pans. 1908 i Mme, Lenoir); Femmes
peintres tin \ I ///,- siecle. Hotel des Nego-

tiants, no. 7 (Alexandre Lenoir); Lesfemmes
peintres au \ I II le tiecle, Musee Goya,
i .Mies. 1973. no. 2 (Mine. Lenoir).

I iterature

Jouin. 10 and I 4 (409 in the article):

I ourneux, 295 and 297.

Jeanne I'hilihirte l.crioux (1767-1840)

Bibliog) apliv

Belliei Vuvray v

Bene/ it. S v

68.

fort rail ot ti lio\

C ollections

I eonce Rabillon (d. 1929); bequeathed by

him to the museum.

Constance Charpcntkr ( 1767-1849)

Bibliography

Clement. 78.

Ellet, 236.

Pans. I974.no. 19 and 345-47 in cat. entry

by R Kosenblum.

Sterling. ( harles. "A Fine 'David' Reattrib-

uted. The Metropolitan Museum of Art
Bulletin, iv no. 5, 1951, 121-32.

69.

Melancholy

( ollections:

Acquired by the Musee Napoleon in 1801;

sent to the Musee de Picardie. Amiens, in

1864.

Exhibitions:

Salon of 1801. no. 58; Napoleon, ter, Musee
de Picardie. Amiens. 1969. no. 8; Equivoques,

Musee des Arts Decoratifs, Paris. 1973;

French Painting I774-IH30: The Aye oj

Revolution, Grand Palais. Pans. 1974.

no. 19. repr. 179.

Literature:

Deloynes Collection of Manuscripts. Cabinet

des Estampes, Bibliotheque Nationale,

Pans. xxvi. no. 682. 128-29 and no. 690, 326;

xxvii. no. 710, 449; F. Benoit, L'art fran-

cais sous la Revolution et I'Empire: Les

doctrines, les idees, les genres, Paris. 1897,

339: Catalog of the Musee de Picardie,

Amiens. 1911, 19, no. 83: Sterling. 1951,

127. 129-30; J. Foucart, "Compte rendu de

lexposition Napoleon ter, Amiens, Musee

de Picardie, 1969." Revue de l'art, no. 8,

1970.76. 348



Marie GuUlemine Benoist ( 1 768-

Bibliography

826)

Marie-Juliette Ballot, La Comtesse Benoist,

I'EmHie de Demoustier 1768-1826, Paris,

1914.

70.

Innocence between 1 ice and Virtui

Exhibitions:

Salon 1791 (no. 273)

literature:

/.<* plaisir prolongi, le retain au Salon < he

soi el celui de I'abeille <lun\ ra rut he, in i h«.-

Bibliotheque Nationale, ( abinei des i stain-

pes. ( ollection Deloynes, xvii, no. 4*7. 242;

Im biquille de Voltaire au s<tl<>n. II. Paris,

1791, Collection Deloynes. xvii, no. 439,

120-2 I ; Ballot. 67-75, repr. opp. 64.

Pauline Auzou (1775-1835)

Bibliography

( ameron. Vivian. "Portrait of a Musician in

Pauline Au/ou." ( timet Gallery ol \n

Bulletin, 1974. no. 2. 1-17.

71.

The I irsi Feeling oj Coquetry

Exhibitions:

Salon of 1804. no. 8.

I iterature:

Cameron, 8, 13; Charles Landon, Vouvelles

des arts, iv. 1804. 131-32; lei/res impartialei

sur les expositions de Van Mil. in the Biblio-

theque Nationale. Cabinet des I stampes.

( bllection Deloynes, xxxi, no. 876. 672.

Constance Mayer ( I 775/78- 1 82 1

1

Bibliography

Bellier-Auvray, s.\

.

Doin, Jean. "Constance Mayer," In revue de

Van ancien et moderne, January 191 1. 49-60:

February 1911, 139-50.

Gueullette, Charles. "Mademoiselle ton-

stance Mayer et Prud'hon," Gazette >/<

a

beaux-arts, May. October. December. 1879.

Guiffrey, Jean. L'oeuvre de Pierre-Paul

Prud'hon, Musee National du 1 ouvre

(Documents d'Art). 1924.

Muther, Richard. History ofModern .An.

London. 1894. [,310-13.

Pilon. Edmond. Constance Mayer, Andre

Delpleuch.ed., Paris. 1927.

72.

The Dream ofHappiness
Exhibitions:

Salon of 1819.

Literature:

Charles Ressort. "Copies, repliques, pas-

tiches" (Dossier du Departement des Pein-

tures), La revue du Louvre, XXIII, 1973. 399.

Marie Eleonore Godefroid (1778-1849)

Bibliography

Arbaud, I Mademoiselle Godefroid,"

Ga ette des beaux-arts, xi, 2nd series, 1869.

3 K - s 2 :
s 1 2-22.

Bellier-Auvray, s.v.

Nagler. v. J36

I
Del Sainte-V alliere, w I nore

Godefroid, artiste peintre Pans. 184"

73.

I in Suns ui Marshal V<

I xhibitions:

Salon ol 18 10. no

l iterature

Bellier- tuvray, i, 670; Nagler,

»

Mme. VMlera (active late I8lh-early

19th century >

Bibliography

Belliei -Auvray, s.v

74.

/'. a l mil , it Mm, Smislms

( ollections

( olledion ol the artist's hush.mil until

oi 1839, entered the Louvre in 1971 from the

Mail ie de Ju\ isy

\nloiiittli ( 1 1 ile lloitfBf II.iikK (Miurt-

l.esu.i (1784-1845)

Bibliograph)

Hautecoeur, I , Bulletin des musiei 15

J24-25 (68 69)

Pans. 1974, 486-87, entry by Sally Weils-

Robertson and Isabella Julia

Sparrow, I79»T.

Vaiabregue, \ , "Mme Haudebourt-

I eSCOt," Les leans ,t les arts. 188". I. 102-9

Wells-Robertson, Sally, "A.< H Haudebourt-

I escol 1784-1845," unpublished paper. New
York l niversity Institute of line Arts. 1973

75.

Sell- Port rait

Collections:

Gift of Mme. Buhner, nee Maria Dauby, a

pupil of the artist's, m 1867.

Exhibitions:

/ < a femmes peintres an A 1 /// ( sit i U .

(. astres, Musee Goya, 1973. no. 12. ill. \:

French Painting 1774-1830: The Age oj

Revolution. Grand Palais. Paris. 1974. repr.

273. no. 98. 487.

Literature:

A.Jal, Salon de 1827 1828 290 91 \

\ alabregue, 1887. It

des portraits d'artisti tlans la sidle

Denon an Lou

G Brierc "Emplacements actuels des

tableaux du Musee du I ouvre Bulletin

de la Sui tele il> I'Histoirt dt ms.

1924. i2K.no 407; R Eschoiier. La peinture

francaise, XIX I, 1941, K»2.

( Sterling and H \dhcm.tr lional

• In 1 An

\l\, P iris 1959, in. no 1053. repr

\druniu M.irn Ioiiim ( .ramlpit rn -l)i n \is

I
1798- active to 1855)

Bibliography

Bellier- tuvray

I ilcr.it lire

Bellier \u\r...

Sank Mktaai Peale 1 1800-11

Bibliography

Baltimore I he I'c.ilc Museum. \/n* \amli

ami Still

\\ ilbut H Huntley and

John Mahi

Bom. Woll es Iheir

\rt and Its I raditioi

XV, \ugusi |94<> 12 14

I he Detroit Institute of Arts. |

/ am i

vm ( harles H I lam, ed . I9t

derdts. William M . and Burke. Russell.

Ann New N ork.

1971

I ufts. 1974, I
••

77.

A Si Ion

i ol ledums:

I he Peale Family ( ollections.

hvhibitions

rom the Resolution

to the Civil liar. San franeisco. 1942. no 6;

A L n ' .'.' Austin Ji A l>

and Achii Wadsworth Atheneum.

Hartford. 1958. no. 61; Wisi am
Peale — Portraits and Still I

Peale Museum. Baltimore. 1967, no. 41.

repr J

2

Literature:

Tufts. 1974. fig. 78. repr. 143: Nochlin.

I9"4. repr

Rosa Bonheur Is22-I899)

Bibliography

Bacon. Henr>. "Rosa Bonheur.' t

xxviii, October 1884,833
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Bonheur. Rosa, "1 ragments of M) Auto-

biography," Magazint oj Art, xxvi, lv»02.

531-36

klumpke. Anna Elizabeth, Rum />.";'•

Paris, 191 !

K in /<rt, Rosa Bonheur, Boston. 1903,

Roger-Miles, I . Rosa Bonht %on

oeuvre. Pans. 1900

Stanton, I heodore, ed.,

I ondon, 1910.

Sterling and Salinger, it, 160-64

rufts, l^"4. I -I" $7

78

Study

1 Herat urc:

klumpke. repr g
~

Oil Sketi I:

I iterature

klumpke. 2 I 7-42, oil sketch

repr. 217, Haymakini >epr

opp. 228

8

Gathering Hum
Exhibitions

The /Atk in Art, Santa Barbara Museum of

Art, 1974, no 5, repr.

1 iterature:

I . Roger-Miles, repr opp tits.

dated 1857.

Lilly Martin Spwcei B22-1902)

Bibliography

Freivogel, Elsie F., I illy Martin spencer."

Arch, m Art Journal. XII, no. 4,

1972, 9-14

Washington, D.< . National ( ollectionof

Fine Arts. Lilly Martm Spencer, 1822-1902.

The Joys oj Sentiment, introduction by K.

Bolton-Smith and W H. Truettner. 1973.

81.

Tht Young II. i- 'and First Marketing

Exhibitions:

National Academy of Design, New > ork.

1856. no. 86; H. H. I eeds. New York, May

28. 185" (property of William Schaus), no.

63; American Painting, Cincinnati \rt

Museum. 1961. no. 18: American Paintings

ofthe Nineteenth Century, California Palace

of the Legion of Honor. San Francisco. 1964.

no. 74: Lill\ Munin Spencer, 1822-1902: The

Joys of Sentiment, introduction by R. Bolton-

Smith and W H. Truettner. National Collec-

tion of Fine Arts. Washington. DC. 1973.

171-73. repr. 24: America a*. Art, National

Collection of Fine Arts. Washington. D.C.,

1976.

I iterature:

Domeslu Manners ofthe Americans, I ranees

Irollope. New Wik. 1949 (first published in

B5 (Hen ieu engrav mg repr opp 41 ):

I In Crayon, III, 146; The Waiters Art Gallery

Bulletin, xxiv, no 7, \pnl 1^2: Antiques

ine, Jul) 1973, repr., 110-14; Hermann
w arner w illiams. Jr., Mirror /<> the American

Past, 1973, 104. repr. 89; The Histor) oj

Women in America, Beverly HilK. c alifornia,

1975; 4rt \< m s, \pnl 1976, >4.

Lmily Man (Xhorn i IS »4 -?)

Bibliography

Dafforne, James, "British Artists fheii

Style and Character. No. lxxn Emily Mary

Osborn," trt Journal, XXVI, 1864,261-63

Maas, Jeremy, Victorian Painters. New > <>i k.

121

Nochlin, 1974. "4

"Selected Pictures God's i Irt Journal,

\\\. 1868. 148-49

Wood, ( hnstopher. Dictionary oj l ictorian

Woodbridge, Suffolk, England,

1971, 207

•

\/'v Sturgis and Childi

I khibitions

Ko\.ii Academy. London, l85S.no 266;

Perfect I ouch Gallery. ( hicago, 15

I Herat ute

Dafforne, 261

I ii/.iiuih I Icaaot siddal 1 1834-1862)

Bibliography

Doughty. Oswald, -I Victorian Romanth
Pame Gabriel Rossetti, I ondon, I960.

I redeman. William I . Pre-Raphaelitism A
Bihliot ntual Study, ( ambridge, Mass.. 1965:

section s 9. 209- 1 I. contains a fairly

complete and annotated bibliography on

Siddal

Procter. Ida. "Elizabeth Siddal: The Ghosl of

an Idea." Cornhill Magazine, no. 990. Winter

1951-52, 368-86.

Rossetti, William M.. "Dante Gabriel Rossetti

and Elizabeth Siddal." Burlington Magazine,

i. May 1903. 273-95.

I royen, Aimee B., The I ife and Art of

Elizabeth Fleanoi Siddal." scnioi essay,

History ofAn Department, Yale University,

1975.

\ it. lie. /ana. "I leonora Siddal Rossetti."

Emporium, \i\. June 1904. 430-47.

83

Clerk Saunders

( ollections:

Purchased bj t h.iiles I hot Norton in 1857;

given to Dante Gabriel Rossetti in 1869 at the

tatter's request; to William M Rossetti aftei

Dante's death; bough) in l airfax Murray

m 1884; Fairfax Murray bequest to the

museum in 1910.

I xhibitions:

Pre Raphaelite Exhibition, No. 4 Russell

Place. FitZTOy Square. I ondon. 1857. no. 65;

Exhibition oj Modern British Art. National

Academy >>t Design. New York, 1857: Rus-

Exhibition, City Art Gallery, Manchester,

1904. no. 196; Ha Pre-Raphaelites, A loan

I xhibition o) Theii Paintings and Drawings

Held in the ( cnlcnais ) cm of the Imould
tion oi the Brotherhood, Whitechapel Art

Gallery, I ondon. 1948. no los; Paintings

and Drawings by the Pre-Raphaelites, Russell-

( otes Art Gallery, Bournemouth. 1951;

/'', Raphaelite Drawings and Watercolours,

\its ( ouncil, I ondon. 1953, no. 65; Dante

Gabriel Rossetti, I aing Art Gallery, New-
castle-upon-Tyne, I97l.no. 81. 137;

Prarqffaeliten, Baden-Baden. I974.no. 142.

I iterature

George Birbeck Hill, ed., Letters ofDante

Gabriel Rossetti to B illiam Ulingham, 1854-

1X70. I ondon. 1897. 14. 17. 186; Rossetti.

277: Robin Ironside and John Gere, Pre-

Raphaelite Painters, London. 1948, 3-8. pi.

43; 1 redeman, 210; John Nicoll, The Pre-

Raphaelites, I ondon. 1970, 65, pi. 46; G. H.

Fleming, lhat Ne'er shall Meet Again,

I ondon, 1971. 212; Nochlin, 1974, 73-74.

Berthe Morisol (1841-1895)

Bibliography

Angoulvent. Monique, Berthe Morlsot,

preface by Robert Rey. Paris, 1933.

Bataille, Ml., and Wildenstein, G., Berthe

Mori sot— Catalogue des pelntures, pastels

el aquarelles. Paris, 1961.

Fourreau. Al. Berthe Morisol, Paris/New

York, 1925.

Mathey, Francois, Sixfemmes pelntres, Paris,

1951.6-7.

Mongan, Elizabeth, Berthe Morisol— Draw-

ings, Pastels. Watercolors, New York, 1960.

Moreau-Nelaton, E., Manet raconte par

lui-meme, Paris, 1926, I.
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Musee National du Louvre, Peinturet, icole

francalse, XIXe tiecte, Paris, I960, m.

New York, Wildenstein & ( o., Berthe Mori-

sot, Loan Exhibition oj Paintings, I960.

Paris, Berthe Morisot and Her Circle, intro-

duction by Denis Rouart, 1952.

Rewald, passim.

Rouart, Denis. Correspondence de Berthe

Morisot, Pans. 1950 (English translation:

llic Correspondence of Berthe Morisot, New
York, 1957).

Sterling and Salinger, III, 163-64.

84.

The Sisters

( 'ollections:

Durand-Ruel. Pans; Mrs. ( harles S ( ai

si. ins; acquired hy ihe museum in 1952

I \hihiiions:

Exposition centennale de fart francais,

insiuui Francais, St. Petersburg, 1912.

I iterature:

I rancois Monod, "I 'exposition centennale

de I'art francais de St. Petersbourg," Gai ettt

des beaux-arts, 4th period, mi. March- \pnl

1912, 318, repr. 3 19; I . Hautecoeur,

"I exposition centennale de peinture lian

pais a Saint-Petersbourg, Lea arts, u, no. 129.

September 19 12. repr. 30; Bataille and

Wildenstem. 24. fig. I()f>. no. 19. European

Painting: An Illustrated Summary Catalog,

National Gallery of Art. Washington, D <

1975. 246, repr. 247. no. 170.

85.

Paris Seen from the Trocadero

(ollections;

Georges de Bellio, Pans; Donopde Monchy;

J. Doucet; Collection Ryerson, ( hicago;

Mr. and Mrs. Hugh N. kirkland. Palm

Beach, Honda; Santa Barbara Museum of

Art.

Exhibitions:

Boussod et Valadon, Paris, 1892. no. 23;

Durand-Ruel. Pans. 1896. no. 1 17; Marcel

Bernheim, Paris, 1922. no. 34; Bernheim-

Jeune, Pans. 1929. no. 12.

Literature:

Bataille and Wildenstein. 24. no. 23. pi. in;

Rewald, 290. 292. ill. 292.

86.

Mine. Boursier and Daughter

Collections:

Mme. Hitier; purchased by the museum from

M. Knoedler and Company in January 1929.

Exhibitions:

Cent Oeuvres de Berthe Morisot. Bernheim-

Jeune, Paris. 1919. no. 73; Salon d'Automne.

Paris. 1919. no. 137; Exhibition of French

Art. 1200-1900. Royal Academy of Arts.

London. 1932. no. 461 (dated 1873); Cali-

fornia-Pacific International Exposition,

Carnegie Institute. Pittsburgh, 1936; Leaders

ofAmerican Impressionism, The Brooklyn

Museum. 1937, no. I I: Masterpieces •>! Art

European and American Paintings 1500

I'M)!/. New York World's I an. 1940 no 291

(dated 1878); \1ar\ ( await an, I HeI Parisian

I nends. Pasadena Art Institute. 1951, no $g;

The French Impressionists, Including Hoiks

by Some Earliei Amsts Who Influenced the

Movement, Vancouvei am (ialler>. I9<3.

no. 69; Great French Painting U I <ln-

billon m Memory oj ( haunt ey M< ( omm k.

Art Institute of ( hicago, 1955, no 28. Loan

Exhibition •>< Paintings by Bertht Morisot

toi tin Benefit oj The Motional Organization

oj Mentally III Children Wildenstein & ( o

New >ork. I960 no 9; Paintings, Drawings

and Graphit Works by Manet Dt

Berthe Morisot and Mm\ Cassatt, Baltimore

Museum ol Nil. I962.il.. 82 (dated 1874-

76); \tars (assatt. Berthe Morisot, Hun-

tington Galleries, 1962, no. ,<;

l iterature

Fourreau.no 16; rhe Brooklyn Museum,
Quarterly, xm. no 1, 1929; Parnassus, ill,

Ma) 1931; Angoulvent, no 84. 121; Marian

King. A Gallery ol Mothers and then

Children, He* N mk. 1958; tlfted Werner,

MeiiheMi.iis.it Majoi Impressionist,*' lh,

Arts, xxxii no 6, March I9<8. 40-45;

Bataille and Wildenstein, no 14. ill iu

87.

H hite I Ion t i s in a How I

1 xhibitions:

Durand-Ruel. Pans. 1846. no 161; / tposl-

Hon iu nh, Morisot, Galerie Duret, Paris,

1905, n,i jx Impressionism, ( olumbia

Museum ol \n and Science. I960; Wilden-

stein & Co., New S . >i k
. and ( alifornia

Palace of the I egion ol Honoi. S.m i ran-

Cisco. I960; Impressionism, French and
American, Museum ol I inc Kits, Boston.

1973. no (.1

I iterature:

BaI.iilleandUildenslein.no 182. hg 195

88.

Girl in a Boat m ith Gt < n

( ollections:

Pans. Durand-Ruel. Paris. Denis C ochm:

Berlin. Julius Stern (Sale, Ma) 22. 1916. no.

72): knoedler and ( o . New N oik. \tnold

kirkeb> (Sale. New York, Pal kc-Bernct.

November 1958, no. 4); Vilsa Mellon Bruce.

New N ork; acquired b\ the museum in 1970

Exhibitions:

Exposition de tableaux, pastels, et desslns par

Berlin Morisot, Boussod, Valladon el ( ie.,

Pans. 1892. no. 8; Berlin Morisot, Durand-

Ruel. Pans. 1896. no. 135; Exposition Berthe

Morisot, Durand-Ruel. Pans. 1902. no. 51.

I iterature:

Angoulvent. 131, no 21s. Bataille and

Wildenstein. 19, no 242. hg 249; /

Painting. An Illustrated Sumn
National Gallery ol \n Washington D.<

248, repr. 249. no 2422

Mary (assail i 1844-1926)

Bibliography

Breeskin, \delyn, Tht <>

(assail New Nork I94X

\/..< I I l ..'..

Raisunn* ofli

and Dra* ings Washington, D (

Halt ' "1 ( iarden ( n>.

Huysmans, loris-Karl, / ./'/ n

Segard, tchillc tsatt, un pelntrt

tils et des mi n - Pai is, 19

1

1

Sweet. Frederick, \ Miss Mary ( ass,in.

Impressionist fi I tylvania. Norman
(Oklahoma), i

•

i Id

I xhibitions

I itth Impressionist 1 vhibmon. Pans.
I

Durand-Ruel. New York. 1895 (no 9i. si

Boiolph ( lub. Boston, 1909 (no 2(M

I iterature

i\. 1 ebruar) I9<u .

I'art am n \xill. March I

s, g.ild. opp I 2 arts.

Series 6. lxi. Februar) 1963, sup no 1129.

4;

90

> oung U oman in BUu k

1 xhibitions

Durand-Ruel. N,w York, 1924, no. I; Exhi-

bition Morisot,

Durand-Ruel. New York, 1939, no. II;

I os \ngeles

( ount) Museum. 1940. no. 5; Baltimore

Museum of \rt. I941.no. 13; Wildenstein,

New N. ork. 194". no 9; 5

Mary Cassatt, An Institute of ( hicago. 1954.

no. 12: Paintings, Drawings and Graphit

Works by Manet, Degas, Birth, Morisot and
Mars Cassatt, Baltimore Museum of Art.

1962. no. 109; Exhibition ol Faint,'

ings and Graphit Works by Man. Cassatt, M.

knoedler & ( o .. New York. 1966, no. 14:

Mary Cassatt Among the //»/" Jos-

Is n Art Museum. Omaha. 1969. no. 19: I

Cassatt. National (.alien, oi Art. Washing-

ton. D.C.. 1970: Old Misti men
Artists oj the Past. Walters Art Gallery.

Baltimore. 1972: Mary Cassatt U4
Newport Harbor Art Museum. Newpon
Beach. California. 1973;
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aveling exhibition

1 andesmuseum, Bonn; Museum of Mod-
ern Art. Belgrade; Galleria D'Arte Modems

tntemporanea, Rome; Muzeum Naro-

dowe, Warsaw — i^'r.

1 iterature:

Art Sews, \\\\ hi. November 4, 1939,9;

An Digest, \i\. November 15, 1939, 19;

XXXII, December 1939,

732; Art V>« t, i \i. no. 2. April \^2. 30.

s>|

Tu o Childrt n at thi 5

Exhibitions:

Durand-Ruel, Nc« 'i ork. 18**^. no 7, called

"Marine"; Manchester, England, 1907,

organized h> Durand-Ruel, Paris. 1908. no

13; National Gallerx of \rt. Washington.

1)1 19hh. no 2<>. repr in color

I iterature:

Harper's Bazaar, \i \. November I9| 1. 490;

Apollo, n.s. i xxxill, no 52, June 1966

pl I I i color I

92.

kirk Him Sun I ///*

Mother's .SVi,»i< .

Exhibitions:

Art Institute of ( hkago, l^ ; 4. no 436, repr.;

Durand-Rud. New >ork. 1935, no 8; \n

Ciallerv of I oronto. I 94(1. Santa Barbara

Museum of Art. I94L ) ine \rts Gallery ofl

San Diego. 1941; -tr; m f Museum of

Modern Art. New V>rk. 1944. repr 19.

uu and Impressionism, Birmingham
i Manama) Museum of An. l

s» < i 5

Whistler and M \it Institute of

( hkago, 1954, no 15; John s

Sot Fl ''iir \rts. Calm

Beach. I9<9. no 41. repr.

1 iterature:

ro artistique, April 2S. 1927, 438; Art

\ews, XXVII, No\ ember I". 192k. J; )

Magazine oj An w. Januar> 1929.42.

Edith Valeria, 1930, pl 21. Margaret Breun-

ing, 1944. 2": Cincinnati Art Museum Hulle-

Maj 1951, 2; /4n Digest, xxvm. Januar)

15, 1954,6-7; Cincinnati Art Museum Bulle-

tin, n.s.. 11. October 1952, 41

93.

The Coiffure

94.

The Fill

i

95.

Peasant W ther and Child

Lilla Cabot Perry 1 1848

Bibliographv

1933)

Hilman. CaroK n. and Oli\er. J. V. "Lilla

Cabot Perry — Painter and Poet." American

/Magazine ofArt, \i\. no. 1 1. November
1923. 601-4.

New York. Hirschl and Adler Galleries. Lilla

Cabot Perry. A Retrospective Exhibition.

essay by Stuart P. Feld. 1969.

New ^ oik. Downtown Blanch. Whunc\
Museum of Vmerican Art. 19th-century

nen Artists, 1976

Perry, I ilia ( ahot. "Reminiscences of< laude

Monet from 1889 to 1909," American Maga-

I win. no J, March 1927, I 19 25

Washington. I)( . National Gailerj of \it.

ran Impressionist Painting, catalog In

Moussa \ Domh, 1973

Young. William, A Dictionary of American

Artists, Sculptors, and Engravt rs, ( ambridge,

Mass . 1968, ; n>
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Littlt I

Exhibitions

Lilla • 1 Retrospective inhibi-

tion essa) b> Stuart P I eld, Hirschl and

\dler Cilleries. New 'loik. 1969. no 4, repi

in color; American Impressionist Fainting,

Catalog hs MoUSSa \ Domit.NationaUi.il

leryol Vrt. Washington, D.t I973.no 44.

19th-century Women Artists,

Downtown Branch. Whittle) Museum oi

tmcrican Art. New *» ork. 19

l >.i (,..n/aits 1 1849-1883)

Bihliographs

Bayle, Paule, \ s.i Gonzales," La Renais-

June 1932

Msthey, Francois, Sm femmes peintres.

Pans. 1951, 8.

Monaco, / ... Gonzales exposition, catalog b)

( laude Roger-Marx, 1952

Moreau-Nelaton, I . Manet raconte par lui-

I'.lMs. 1926. I.

Pans.Salonsdel.il M rne. Catalogue

des peintures el pastels de Eva Gonzales,

preface b) Philippe Bum. essa> b> I heodore

de Banville, 1885.

Paris. Galeric Bernheim-Jeune. Eva

Gonzales, I V 1

4

Pans. Galerie Marcel Bernheim. Eva Gon-
zales, exposition retrospective, catalog bs

Paule Basle. 1932.

Paris. Galerie Daber. Eva Gonzales retro-

spective, catalog by Alfred Daber. 1959.

Roger-Marx. Claude. Eva Gonzales, short

cssas bs Theodore de Banville. Paris. 1950.

97.

Little Soldier

Exhibitions:

Salon of ls~o. / va Gonzales retrospective.

Galerie Daber, Pans. |9s9.

I iterature

Karl Bertrand, "Salon de 1870," Lartiste,

April-June 1870. J19; Rogci \l.u\. up..

Rewald, 240-4 1 and note 4. 268: Genevieve
I acambre ami Jacqueline Rohan-Chabot,
/( Musfede Luxembourg en 1874, Pans.

1974

l.ath I li/alulh Builir | ISM) 1933)

Bibhograpln

Butler, 1 lizabeth, Letters from tin- Holy
l mul. I ondon, 1903

, From Skeli hbook and Dims.

I ondon. 1909.

in Autobiography, I ondon, 1923.

( la) ton. 11.

( lenient. 68-70.

Meynell, W (Alice), The I ife and Work of

l ads Butler," lin in Annuals, win. I ondon,

1898

oidcastie. .1 . I lizabeth Butler." Magazine
• 11. 1879. 257-62.

W"<>d. ( . Dictionary oj l (dorian Painters,

Woodbridge (Suffolk), 1971, 20.
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Quatre Hms. 1813

\ \hibitions:

K(.\..l Academy. 1875, no. 853; The Guild-

hall, London, no. 16. 1900.

I iterature:

Art Journal, wwn. 1875.220;.). Ruskin.

Vcadem) Notes." 1875. m The Works oj

John Raskin, ed. I I ( ook and A. Wedder-

burn. London. 1904. xiv. 308-9; Butler. 1923.

I 10-46. passim.

Cecilia Beaux ( 18857-1942)
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Beaux, Cecilia. Background with Figures,

New York and Boston. 1930.

Bell. Mrs. Arthur. The Work of Cecilia

Beaux." Studio, xvu. no. 78. September 1899,

215-22.

Bowen, Catherine D.. Family Portrait,

Boston. 1970.

Burrows. Carlyle, "'The Portraits of Cecilia

Beaux," International Studio, lxxxv. no. 353.

October 1926,74-80.
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Drinker, Henry S., The Paintings and Draw-

ings of Cecilia Beaux, Pennsylvania Academy

of the Fine Arts, Philadelphia, 1955.

Hill, Frederick I)., "< ecilia Beaux, the

Grande Dame of American Portraiture,"

Antiques, < v, no. I, January 1974, 160-68.

Mechlin, Leila, "The An oft ecilia Beaux,"

International Studio, w i. no. 161. July 1910.

iii-x.

Neilson, Winthrop and l ranees, "( ecilia

Beaux," Seven Women. Great Painters, Phil-

adelphia. New York, and London. 1969.

97-124.

New York, American Academy ol Arts and

Letters, A Catalogue ofan Exhibition oj

Paintings by Cecilia Beaux, by Royal

Cortissoz, 1935.

Oakley. Thornton, Cecilia Beaux, Philadel

phia, 1934.

Philadelphia, Pennsylvania Academy ol i he

Line Ails, Cecilia Beaux. Portrait ofan i"

ist. catalog hy 1 rank II Goodyear, Jr.. and

Elizabeth (.. Bailey, 1974.

99.

A Little Girl (Fanny Travis Cochran}

Collections:

Fanny rravis Cochran, Westtown, Pennsyl-

vania (along with Beaux's Portrait oj Tray is

Cochran, 1887); given In hei to the Pennsyl-

vania Academy of the I me Arts in 1955.

Exhibitions:

The One Hundred Fiftieth Anniversary Exhi-

bition, essay by Walker Hancock. Pennsyl-

vania Academy of the Fine Arts, Philadel-

phia, 1955. no. 136, 89, and fig. 1 16, B3; Face

ofAmerica, Brooklyn Museum. 1957; Por-

traits ol Personalities, Portraits. Inc.. New
York, 1958; Fidelity-Philadelphia rrusl ( o .

Philadelphia. 1959; Two Hundred Fifty Years

ofArt in Pennsylvania, Westmoreland

County Museum, Greensburg, Pennsylvania,

1959; Portraits of Children— ISM to I960,

Portraits. Inc.. New York, I960; Family Por-

trait (on the occasion of the publication o\'

Catherine Drinker Bowen's hook. Family

Portrait). Charles Sessler Book Shop. Phila-

delphia. 1970; Traveling exhibition — Old

Capitol Museum. Jackson. Mississippi;

Montgomery Museum of Line Arts, Mont-

gomery, Alabama; Columbus Museum of

Arts and Crafts, Columbus. Georgia; W'eath-

erspoon Art Gallery. Greensboro. North

Carolina; Chattanooga Art Association.

Chattanooga, Tennessee: The Mobile Art

Gallery, Mobile. Alabama; The Charleston

Art Gallery. Charleston, West Virginia—
1970; Held in Trust. Pennsylvania Academy
of the Fine Arts. Philadelphia, 1973, no. 7:

Cecilia liean.x: Portrait ofan Artist. Museum
of the Philadelphia Civic Center and the

Pennsylvania Academy of the Fine Arts.

1974, no. 24,60-61.

Literature:

Drinker. J3-35, repr 35; Art Quartt

XXXIII, no I. Spring 1970. detail repr 82.

100.

Portrait of Bertha i aughan

( ollections:

Bertha Vaughan; bequeathed to Radclifte

( ollege.

I xhibitions:

///< Paintings and Draw mas oj (
i

< dia Beaux

Pennsylvania Academy ol the I inc \ris.

Philadelphia. 1955.

I iterature:

Beaux, 2*2: Drinker, 105, repi 104

101.

S//i/ (///(/ Sai iln

( ollections:

Acquired by the museum in I92<

I nhibitions:

lln Sinth Exhibition of Contempt

American <>d Paintings < orcoran Gallery

ot Art, Washington, D< 1923, no 105

/ xhihition oj Paintings by ( << ilia Beaux,

American Academy ol Arts and Letters,

New York, 1935, no 17. 14. The one Hun-

dred Fiftieth Anniversary Exhibition, essay

in Walkei Hancock. Pennsylvania Academy

ol the I ine Arts, Philadelphia, 1955, no I U.

B9; Women Artists oj Imi rica, I 70?

catalog by William H Gerdts, Newark
Museum. 1965, 2l,repi 20; Cecilia Beaux

Pot 1 1 ait ol ,m Artist, Museum ol the Phila-

delphia ( ivic < entei and the Pennsylvania

Academy ol l ine \nv Philadelphia, i

no. 42. 76. repr. 77.

I iterature:

The American Magazine of Art xv.no I,

January 1924, repr. 71; "Six Modern Ameri-

can Portrait Painters," Hi< Mentor, xn, no 9.

October 1924. J3flf. repi 88; < arnegie Insti-

tute. Bulletin, I94(i. 195-96; Art Digest,

December 15, 1940. repi 14. Bc.uiv upr 88.
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Marie HaslikirtsifT i 1859-1884)
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( lesion. Dormei (D i Baynes), Fountains

oj > oulh Thi Marh Bashkirtst

York, 19

Moore D I Marh and the Out., oj II

III! I'

Bashkirtseff, I ondon, I9<

102

I \/.

I vlnbitions

Salon of 18X4. no 1 16 / xpositu

V'n/ni lUntii Lepc Louist Breslau,

Man, Bashkirtsef) Musee Jules Cheret,

Nice, I939.no 56 (listed as "repiiquedu
tableau du I uvembourg peinture

l iterature

/ irtfrancais February 18. 1X88. repi

Blind, repr Wi9. I Benedite. Ecotes

etrui Muset du I u xembo
no 29f>. ,,nd IW24. no J85. lepi I 16;

( lenient. 1905 and 1974 Sparrow,

pi aiui 292; i P ( respelk

maltres de la Belle Epoque, Pans. Wtsh.

lepi 4"

tdith HajWai I 1860-1948)

Bibliographs

Wood, < hristopher. "The \rtistic Family

\{.w 1 1 .it Conn* <isst < par: i, April 1

•

repr 4. part u. May 1974, 6. repr 7 and in

color on cover
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A Summer Sht

Exhibitions

Royal Academy, I883.no. 420; M< An and

Mind ot Victorian England: Paintings Horn

the Forbes Magazint ( ollection, introduc-

tion b\ Melvin Waldfogel, L niversity

Gallery, I niversity o\ Minnesota. Minne-

apolis. 1974, 22, no. 17 (repr. in color on
catalog cover).

I iterature:

Christopher Wood, "The Great Victorian

Painting Revival," Auctioi N nber 1970.

40. repr. 41; Wood. The Dictionai

Victorian Painters, I ondon. 1971. 62. repr.

Michael V Findlav. "1 orbes Saves the

Queen," Arts Magazine, February

repr. 2": Wood. 1974, I, repr. 4. and n. 6.

repr. 7 and in color on cover: Sarah B Sherill.

"Current and Coming, \ ictorian Painting."

Antiques. September 1974, rep Major
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Exhibit to kev T " \ ictorian Festival," The

September 18. 1974, i opi .

Carole Nelson, "Exhibit Wins Respect for

1 ong-Neglected \ ictorian Paintings.' 5

Puul Sunday Pionet > Pn u I amily 1 ife

Section. September 29, 1974, I. repr I:

I yndel king. "Heroism Began .tt Home,"
Art V i November 1974.45.

Sa>aaaeValadoa(l865-l -
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Paris. Musee National d' \rt Moderne.

5 mne Valadon. catalog bj Bernard
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Re>. Robert. Suzanm Valadon, Pans. ;
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labarant. \ndre. "Su/anne Valadon el SCS
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\ aladon par elle-meme." Promethit Pans.
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104.

The Blue Room
Collections:

Purchased bv the French government in 1923.

Exhibitions:

Salon d'Automne. Pans. 192?. no. 193

Hornmage a Suzanne Valadon, Musee
National dArt Moderne. Paris. 1948. no. 54;

Charley Toorop, Suzanm- Valadon, Arnhem
Gemeente Museum and Groningner Mu-
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Suzanne Valadon, Musee National dArt
Moderne. Paris. 1967. 62. no. 60.

Kith* KoHwfa 1 1867-1945)
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Rerlm. Paul Cassirer Gallery, Sonder-Aus-

stellung Kathe Kt>lh\it: :u ihrem 50.

trtstag, catalog bj Paul Cassirer, 1917.

Bonus. Arthur. P,i\ Kathe Kollwitz-Werk,

Dresden, l
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tchafl mil Kiithe KollwitZ, Bremen. I^(< ;

I .inning. Robert Joseph. Kathe KollwitZ,
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|^s<

kollw it/. Hans, ed .. /< It \ah die •* ell mil

7</i Uicken, Hanover,

. Kathe Kollwitz: Tagebucherblatter

and Hn, ', Berlin. I
s»4xt

. Ihiir., Kathe

K.-lhMt:. C hicago. :

S hmidt) An '//u /;.- Ten

Lithographs, introduction b> Elizabeth

Md ausland, New Wrk. 194

1

Munich. Kath, Kollwitz, Handzekhnungen
undgraphische Seltenheiten, tint iusstellung

zum 100 (>i burtstag catalog bv \ von det

Becke, I9h"

Nagel. OttO, Kalhe KollwitZ.

nungen, Berlin. \
i>~2

/'/< Handzeich-

New York, St huenne Gallery, Memorial

Exhibition, Kathe Kollwitz. 194s

Nonhampton. Smith ( ollege. Kathe kollw it:.

catalog bv I eonard Baskin. I

St. Paul. Minnesota Museum of Alt, Graphit

Works oj Kathe KollwitZ in the Permanent
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Sievers, Johannes. Die Radlerungen unci

Steindrucke von Kathe Kollwitz InnerhalJ tier

Jahre 1890 bis 1912. Dresden. 1913.

105.

Whetting the So the

Literature:

Sievers. no. 90. n.p.: klipstem. no. 90. 1 16-17.

106.

Home Worker
Collections:

Dr. Thelma Moss.

Exhibitions:

Selections from the Permanent Collection,

Los Angeles County Museum of Art. 1973:

Prints and Drawings: A Decade of Collecting,

1 965-1 975, Los Angeles County Museum of

Art. 1975.

1 Herat ure:

Berlin. l

lM7. no. II I. repr.: Der Weltspiegel,

1917, no. 32; Nagel. no. 499. 284; Joseph \

Gatto, Emphasis i Di tign Principle.

Worcester, 1975. repr. 23.

107.

Sell- P,<rl rait

( ollections:

Acquired bv Jan Hoowy, Encino, California,

from a German refugee in 1934; acquired bv

the museum in 1969.

Exhibitions:

i Decade oj Collecting: 1965-1975. 1 os

Vngeles Count) Museum of Art, 1975. no.

110. repr. 113. 212.

I iteralure:

Nagel. no 1246, repr. 442.

Florin* Sti-ltlu-imcr ( 1871-1944)

Bibliography

McBride, Henry, Florine Stettheimer, New

York, 1946.

Ivler. P . Florine Stettheimer: A I itc in

i New 1 oik. 1963.
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Beauty Contest

I xhibitions:

florme Stettheimer Retrospective Exhibition,

Museum of Modern Art. New York, 1946,

no. 32, repr 22; Florine Stettheimer Exhibi-

tion, Smith College Museum of Art. North-

ampton. 1952,

1 iteralure:

Wadsworth Atheneum Bulletin, January

1948. I. repr.; Tyler. 71. 97. 136.

Romaine Brooks (1874-1970)
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Washington. D.( . National Collection of

I me Arts. Romaine Brooks: "Thiefof Souls,"

catalog by Adelyn Breeskin, 1971.

Secrest. Meryle. Between Me and Life, New
York, 1974.

Young. M.S.. "Thief of Souls." Apollo, xcin.

1971.425-27.
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The Crossing

Exhibitions:

Galerie J. Charpentier. Paris, 1925; L'Alpine

Club Gallery. London, 1925; Wildenstein

Galleries. New York, 1925: Romaine Brooks:

"Thiefof Souls," National Collection of Fine

Arts. Washington. D.C.. 1971, no. 13, 20-21,

repr. 63.

Literature:

Bazaar. March 1968, 28-29 and repr.;

Secrest. 242.
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110.

Miss Natalie Barney, "L'Amazone"

( ollections:

Natalie Barney.

Exhibitions:

Salon de la Societe Nationale des Beaux-Arts.

Paris, 1922; Galerie J ( harpentier, Cans.

1925; L'Alpine Club Gallery, I ondon, 1925;

Wildenstein Galleries, New York, 1925;

Romaine Brooks. "Thief o) Souls.'' National

( ollection Of Fine Arts. Washington. D.( .

I97l.no. 19, repr.; The Fine Arts Society,

London, 1976.

Literature:

L'an et les artistes, May 192 V 1 1 J, repr.;

International Studio, February 1926. 4X.

repr.; Romaine Brooks: Portraits — Tableau*

— Dessins, Pans. 1952. repr.; Secrest, *2K-

29. repr. after 222.

III.

It Hakes the Dead Sing

112.

Sorrows oj Departure

Gwen John (1876-1939)

Bibliography

Holroyd, M., Augustus John. The Yearsoj

Innocence, I ondon, 1974.

. AugUStUS John The Years oj I i/'i

rience, London. 1975.

John. Augustus. "Gwendolen John," Bur-

lington Magazine, t \\\i. no. 475. October

1942. 236-38ff.

London. The Arts Council of Great Britain.

Gwen John. I876-I9.W. introduction by

Augustus John. 1946.

London. The Arts Council of Great Britain.

Gwen John, introduction by M. Taubman.
1968.

New York. Davis and Long Company . Gwen
John: A Retrospective Exhibition, introduc-

tion by C. Langdale. 1975.

Tufts. 1974. 198-210.

113.

Girl with a Blue Scarf

Collections:

John Quinn, New York, until 1924; Ameri-

can Art Galleries, New York. 1927: Miss E.

Wetmore; Nelson A. Sears until 1963.

Exhibitions:

Recent Acquisitions: Pain/inn and Sculpture.

Museum of Modern Art, New York. 1965:

Gwen John. Davis Galleries. New York, 1965

(not in catalog); Gwen John. The Arts Coun-

cil Gallery. London. 1968. no. 34. repr.;

British Art 1890-1928. Columbus (Ohio)

Gallery of Fine Arts. 1971. no. 52. repr. 47:

Gwen John: A Retrospective Exhibition.

Davis and Long Company, New York, 1975.

no. 16. repr., and 19-21.

Paula Modenohn-Beckcf
I
IK76-I907)

Bibliography

Bremen. Kunsthalle. Paula Modersohn-Be,

:um hundertsten Geburtstag, essays by

(/iintei Busch and museum stall. I

Hetsch, Kolt. Paula Modersohn Beckei Ein

Buch der Freundschaft, Berlin, 1932.

Modersohn-Becker, Paula, /<"</< und I

but hblatter, Munich. 1920 (An I nglish

translation ol this essential source, long over-

due, is m preparation.)

Oppler, I lien ( . "Paula Modersohn-Beckei

Some Facts and I egends, \rt Journal, xxxv,

no 4. Summer 197'

Paul i, Gustav, Paula Modersohn S

I eip/ig. 1919. ie\ ed . 1914

Stel/et. Otto, Paula Modersohn-Bet

Berlin. I9<X

lulls. 188-97.

Werner, Mfred, "Paula Modersohn-Becker,*'

American Artist, xxxvti. June 1973, 16

68 70
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Peasant li Oman

115

out Woman Irum the Poorhouse

Exhibitions

Paula Modersohn-Beckei si Etienne

Gallery, New V>ik. I958.no 7 repi

I 16.

Mother and Child

Exhibitions:

Paula Modersohn-Becker, st Etienne Gal-

lery, New N ork. 1958. no I", repr . Painting

and Sculpture from Private Collections m
It estt In sit i ( , mnt) . I he Hudson Ki\er

Museum. 1969; Paula Modersohn-Bet •

la Boetie Gallery, New York, 1971

I iter. it ure:

Carl Georg Heise, Paula Becker-Modersohn:

Mutter und Kind. Stuttgart. 1961 ireclam no.

62). pi. 8.

117.

Old Peasant Woman Praying

Collections:

Dr. Hamm. lohnherg: Kunsthalle. Hamburg.
1919-37; Buchhol/ Gallery. New York;

Robert H. Tannahill Collection. 1939-58

huions

Paula Modersohn-Beckei Kestnei G
Hanover, 1934, no $2 dated

temporal G Institute of Contem-
porary Art. Boston, 19^9. n<> 41; Landmai
.it Modern German 1/1 Buchholz Galli

New *> <'ik. 1941) < ,, in,, Hi i a-

eth ( t ntury Museum nt Modern
York, 19!

I Herat ure

( urt Stoermer, Paula /; hn,

Worpswede, I9l3.no 71.repi stoermer.

Deri m. 1914 7-15 tie " Pauli,

1919 and 1934, no 18, ill 12. dated 191

Pauli, Fuhrer durch dli • Kunsthalle

i, Han f Hamburg, 1924. 2<xi-2. repr .

Pauli, Die Hamburger Kunsthalle.' I elhc

a\ /Closings Monatshefti Sonderdruck. early

color pi., 15; Art Sews xxxvin, \pnl 13

194(1 15; M I Will April 1940.

233; Werner H.ilim.mn Mired Hent/en.

William S I leberman. (« rmun Art ,tt tin

Twentieth Century New N ork. 1957, 29.

repr . Bernard S M < k rman

I xpressionisti i i n m Rt i,,lt New

York, 19 (concise ed 1966 fig
-

Elizabeth H Payne, Bulletin oj the Detroit

Institutt oj Arts wmv 1959-60, 20-21, repi

Helga Hulnunn and Janni Muller-Hauck.

Kalalot 1 20 Jahrhundt

Hamburger KunsthalU Hamburg. 1969. 144.

Mfred Hent/en. \/. \ \ Jahrhun-

rts Bilderhette der Hamburger Kunsihalle

ii in. n d . 119 (appendix ot works losi

through N.ui confiscation)

I is

Still Lite M ith I nut ana t

I vhibitions

Paula Modersohn-Becker, Etienne Gallery,

n. oik. 1958, no I; Pau \i hn-

tie Gallery, New > ork. I9
_

i

I Herat ure

Pauli, no 22"

(.ahruli MfiartCV is"" !962>
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\,mi i
• Munich.
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riger, I "Gabriele Munter: A I est

I ite
'" P minist Art Journal. Winter 1

11-13 and 23

Gollek, K.. lh r Hlaut Reiter im Lenbach-

haus Munchen, Munich. 1974, 221

1 ahnstein. P.. Munti Ettal,

I ondon. Marlborough Fine An. Ltd Gabri-

t U Munter: Oil Paintings. 1903-1937, 1940.

Munich. Stadtische Galerie im Lenbacr

Gabriele .Munter. 1877-1962, 1962.

New >ork. Leonard HuttonGalle

Gabriele Munter. 1877 to 1962

YearsofHer Art. Paint

i
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Rothel. H k ' Munich.

1957
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Port run ofa\ ' nan

Collections:

Acquired from the artisl h> the Dal/ell Hat-

field Galleries, 1 on \ngeles; entered the

collection of Mrs Harry Lynde Bradle) m
1963

Exhibitions:

Gahi; '

'

I tkihilion,

Dal/ell Hatfield Galleries, I on Angeles,

1963. 1 in Coi Mrs Harry I

)

Bradley, Milwaukee Art C enter. I'M. no
; s9 ,,nd repr. 156; s the

Bradley Collection, Fori Wayne (Indiana)

Museum of \rt. 1970; s from the

ley Collection, Came \rt C enter and

Arboretum. Oshkosh. Wisconsin, 1970;

John Michael kohler

Arts C enter. Sheboygan, Wisconsin. 1970

120

l //

Exhibitions:

U H>adlc\

.

Milwaukee Art ( enter. 1968. no '64. rept

Vaaeaea Id B79-196I)

Bibliography

c lutton-Brock, \ "Vanessa Bell and Hei

C irclc.'" It KV, Ma) -». 1961

1 ondon. I ondon Artists' Association, the

C iH>linc Galleries, R< 1 1 nt /'..

Bell, introduction h\ \ irginia

Woolf, 1930,

I ondon. I efevre Galleries, ( <ital.

Paint . Hi II. introduction h>

Virginia Woolf, 19 •

1 ondon. Arts ( ouncil Ciallers . I <;•

Bill A Ut mortal Exhibition ofPaintii

introduction b\ R. Pickvance, 1964.

London, \nthon> d'Offa) Gallery, Vanessa

Bell: Paintings and Draw inns, introduction

b> R. Morphet. 1973.

Rosenhaum. S.P.. ed.. The Bloomsbury

Group: A Collection oj Memoirs, Commen-
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Duncan Grant and Bloomsbury, Fine .Arts
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I 96 I. no III anessa lull ^ Memorial
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Gallery, l ondon. 1964. no 27, repr.; Duncan

Grant and Bloomsbury, line Vrts Society,

Edinburgh, 1975, no. ^4; The Bloomsbury
Group I he National B»xik 1 eague, I ondon,

1976, no 72

Vu.iiii.i Sergm aa Goackarova (1881- 1962)
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Madame de GoMchaTOVa et Monsieui

I arionov.*' Men arc tic I ram e, no. 422.

Januar) 16. |9|6. J73

( hamot. M .
<„•»;/, h Pal is. 1972

1 ganbiuri, Eli 1 pseud ot I Zdanevich),

. iiii Gout harova, Mikhail Lariono\
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"Goncharova 1 I arionov,*' Zhar-
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. "Predislw ie k

katalogu vystavki I9i*g " [Preface to

exhibition catalog. 19 1 *
| . reprinted m
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Fedorov-Davydo\ and G Nedoshivin,

Moscow. 1970, mi. 497 90
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922 Ne« York, 1972
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J06-18

I oguine, I . Gonh harova et Larionox
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Sarab'ianov, D . "Neskol'ko slov Natalii
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Goncharova). Prometei, mi. 1969. 201-3.

fsvetaeva, M . Natalia Goncharova"
(written 1929). Prometei. \\\. 1969. 144-201.

I ugendkhoPd, Ya., "Vystavka kart in Natalii

Goncharovoi (Pis'mo ii Moskvy)" [Exhi-

bition of paintings b) Nataliia Goncharova
(Letter from Moscow)]. Apollon, no. 191 I,

71-73.
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Fishing
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Salon 2 Mezhdunarodnaia khudozhestven-

tniia vystavka, Uslroitel' 1 .1. Izdebskii,

Odessa. 1910, no. 9 ? (Rybnaia lovlia):

Goncharova 1900-1913, Khudozhestvennyi

Salon. Moscow, 1913. no. 438 {Rybnaia

lovlia) Ol no. 407 i Rybolovy): Goncharova,

kluul Biuro n 1 Dobychina, Petrograd,

|9U. no 1 12 (Lovlia ryby) or no. 19

(Rybolovy); I arU WOV and Gontt harova,

( n\ \rt Gallery, Leeds, trts Council of

(neat Britain, 1961, no. 94. repr.; Fauves

and I xpressionists, 1 eonard Mutton Gal-

leries, New York, |968, no. 24. color repr.

1 iterature:

I ganbiuri, undei 1909 (Rybolovy), p. i\:

Gray, 1962, 106, repr. fig. 67 (unnumbered
page I 17). dated 1910; Art News, I \M. no. 9.

Januar) 1968, repr. 19; I. Froncek, ed., ///<

Horizon Hook oj the his oj Russia, New
Notk. 1970. repr 26 I ; ( hamol. eoloi repr.

II ,md cover; Gray, 1972. 127, fig. 88 on 128,

dated 1910; John I Bowlt (Review of

Gontt harova b\ Mai") ( hamol). Art in

Anient a. i \i, no 6, November-December

1973, I <9; Monthly Art Magazine Bijutsu

let hi>. XXVIII, no. 409, July 1976, repr. 49.
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( ollections:

Remained in the artist's possession until her

death.

I inhibitions:

Goncharova 1900-1913, khudo/hestvennyi

Salon. Moscow. 1913. no. 572; No. 4.

i ystavka kartin. Futuristy. Luchisty, Primi-

tiv. Moscow. 1914. no. 44. repr.; Gout harova,

khud. Biuro N. E. Dobychina, Petrograd,
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I arionov in exhibition); Natalie de Gont-

charowa et Michel Larionow, Galerie Paul

Guillaume. Paris. 1914. no. 43. dated 1913;

Gont< harova el Larionov, Oalene Beyeler,

Basel. 1961, no. 32; Larionov and Gontcha-

roui, ( it y Art Gallery. Leeds, Arts Council

of Great Britain, 1961. no. 1 17. repr.;

Gontcharova et Larionov, Musee d'Art

Moderne de la Ville de Paris. 1963. no. 31;

The Heroic Years: Paris, 1908-1914, Museum
of Fine Arts. Houston, 1965; Selected Euro-

pean Masters ofthe 19th and 20th Centuries.

Marlborough Galleries, London, 1973, no. 26.

Literature:

Gray. 1962. fig. 81, repr. 155; Gray, 1972,

fig. 102. repr. 140; John E. Bowlt. ed., Rus-

sian Art ofthe Avani-Garde: Theory and

Criticism 1902-1934, New York, 1976. repr.

88.
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l \says and Review i, 1902-1918, ed. I eRo)
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2 vols . Pans. 1928

Steegmuller, Francis, ipottin,

among tht I Mew York, 1 9(

Strasbourg, tncienne Douane, /< i Ballets

Russet dt

1969 204 7

, elan ( ial : <n.

1971

\\ edderkop, H. voi m.

I eip/ig. I V2 i

131

.//' ot Artists

( ollections

Gertrude stem

1 ihibitiona

I >i ( 1ai M< n rim I thibt I

Baltimore Museum ot Vrt.l930.no I".

Sum' ilion Baltimore Museum ol

-kit, Ist^4 /, i matin i d, tart independent.
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1968, repr. 195; The Lirst of the Mixed

Media Men.' The Observer Magazine (I on-

don). October 2". 1968, color repr.. 64;

James R. Mellow. "The Stein Salon was the

Hrst Museum of Modern An.'' Iln \<»

)'ork Tiinf Magazine, December I. 1968.
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Nadc/hda Viidrenn.il daltaova (1885-1961)
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