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ABSTRACT

During the antebellum period, American audiences became fascinated, even obsessed,
with celebrity. While celebrity was traditionally associated with fame and its classiatd mfe
virtue and honor, by the migineteenth century these definitions began to shift as American
audiences became enchanted by public personalities. The development of the mass media and
the growth of the public relations industry fostered this newiriason. The invention of
photography, and especially the inexpensiage-de-visite, encouraged this interest as for the
first time it allowed audiences to collect celebrity portraits cheaply. This posed a challenge for
traditional portrait painters mo wished to remain competitive in the new market of the celebrity
image.

This dissertatiorronsidersiow mass media, photography, and celebrity culture affected
traditional portraitists as exemplified through the career of Thomas Hicks-@31@rimarily
active in New York CityHicks integrated himself intartistic, political, and literary circle®
acquire commissionsMy explorationoHi ¢ k s 6 s previdesinsigha intd tke ways in
which Americans understood and fostered changing notibfasne and celebrity at mid
century. | argue that these portraits served as calculated constructions to promote and sell both
the artist and his celebrated subjects.

Chapter One introducdsstorical and theoretical concepts of fame aelbrity.
Chapter TwoexaminedH i c¢ kearlg tsainingand how he used the popular press to establish his
reputation Chapér Three explores the dual functions bifi ¢ kpalitical portraitsat mid
century specifically those of New York governblamilton Fishand pesidential candidate
AbrahamLincoln. Chapter Foumvestigatediterary celebrity, nationalism, and gender

constructa s r e pr e s e nAuthods oflihg Urited Stat€s86€). ChapterFive examines



Hi cksds multiple por aKeatiKanavi ¢ hi Ar ¢ thiec coexplexn ero
new fascination with the Arctic regions; the creation of an American hero at a time of national
distress; and the ways in which a celebrity image could be manufactured apdlatadiin the

popular pressChaper SixdiscusesHi cksds mul ti ple portraits of
of Ot h e lagodh@ sse of the paintings as advertisements; and the reciprocal nature of the
actorartist relationship To conclude,t onsi der Hi c ks 6 showhefelt i c al rec

victim to the fickle nature of fame and was forgotten by the end of the century.
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Prologue

In late summer of 2003, | began a fellowship at the Montgomery Museum of Fine Arts in
Montgomery, Alabama. Part of my duties as the 2034 KapelanskAdkinson Scholar
included researching the peanent collection of American paintings for the forthcoming
collection cataloguéOne painting included in my examination was the portrait of George
Washington (1867) (cat. nd97) by Thomas Hicks (1816890)(fig. 1).? | had never heard of
ThomasHicks | i ke most peopl e, the onlPgacebkbiec ks | kK ne
Kingdompainter Edward Hick§17801849)

As | began investigating Thomas Hicks, | became fascinated with his biography. Born
into poverty in Newtown, Pennsylvania, Thomasragpnt i ced i n his cousin E
coach painting shop where he demonstrated a natural talent for painting. Thomas then studied in
Philadelphia and New York before spending almost four years abroad. Thomas developed a
reputation as a charming ra¢euar with a daring personality. American newspapers reported
that while Hicks was in Rome, he was stabbed in the back during a fight between a group of
Italians and Americans. While in Paris, he supposedly housed French insurgents and helped
them escapthe country during the 1848 revolutidnAfter returning to the United States in
1849, Hicks became one of the most prominent portraitists in the third quarter of the nineteenth
century by painting famous Americans.

Hi cksds cont e mp ahragard feos thé kedirhinghof hie carear. For
instance, o May 7, 1853, theNew York Timeeeported a horrific train accident in Norwalk,

Connecticut that resulted in approvately fortys i x deat hs. The articlebs

! See Margaret Lynne Ausfeldmerican Paintings from the Montgery Museum of Fine Ar{&ontgomery:
Montgomery Museum of Fine Arts, 2006).

Where ficat . no. 0 appears throughout the text, se
®For instance, see [no first nantee gA tUhedBesion®aily Atlgsy ,
May 21, 1846 and Henry Tuckermdnok of the Artist§New York: Putnam, 186§7465.

t he

e
AfFor ei
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is not improbale that Art had been deprived, by the common calamitgne of its most
talented and enthusiastic devotees, in the loss of Mr. Thomas Hicks, the werll xowdkait and
landc ape painter of this City.o While the story
ageofseventy hr ee it provi deesr 0 1 si g u-tentdnytsmathe dte rmiad n
was the only individual named in preliminary repomaentyfive later, H. W. French remarked
in Art and Artistsin Connectict 1 8 79) t hat E&i &katdédhwhotheldi shpre
would be impossible, within the limits of the subject, to offer Mr. Hicks so much as a salutation
from the State in accord withhispasion i n arf and society. o

These statements suggest tHatks was renowned in his own lifetime. Over a career
spanningive decadedhe created hundreds of paintings whose subject matter included portraits,
landscapes, still lifes, and genre. His watks be found in major collections across the country,
yet little has been published about the artist and his career. Ondytaie about him has
appeared since 191David Tathand 8 Thomas Hi ¢ ks .& indhis $tudg Matharm Fal |
examinedHick 6s | andscapes of Tr ent-cecemuryRauristsgotthaNe w Y o
rivaled nearby Niagara Falls. Trenton Falls is located on the former property of New Yorker
Michael Moore (1803.888), whom Hicks and his wife knew well. Moore ran the drslioore
Hotel, a popular gathering place for artists and writeiricks and his wife bought property and
a home nearby, which the artist used as a summer studio until his death. Hicks painted a large
group portrait (cat. n®67) and single sitter portits of the Moore family (cat. no804 and

313), which Tatham considered in relation to the landscapésen Hickselsewhereppeasin

“See fAThe Tr ageNey YookiTimydday 7, @853] . W, Fdenckyrt and Artists in Connecticut
unabridged ed. (1879; repNew York: Kennedy Graphics, Inc., 1970), 121.

® The American Art Journ&5, no. 4 (Autumn 1983):-30.

® The hotel was demolished in the early twentieth century. The property that includes Trenton Falls is now owned
and regulated by Brookfield Renewalitower. The Trenton Falls Scenic Trails are selectively open to the public
each year. For more on the Moore family and hotel, see Howard Théreatn Falls, Yesterday and Today
(Prospect, NY: Prospect Books, 1951).



American art scholarshipeis usuallymentionedn regard to his early training with his Quaker
cousin Edward; his stlent Martin Johnson Heade (181904); or his colleaguand close friend
John Frederick Kensett (181872)’

The neglect of Hicksbés career by Ameri can
reputation for inconsistency in style. While Hicks paintedimber of remarkable images of his
contemporaries, he also produced what %Tatham
James Thomas Flexnero mmuni cated di spl e aThatWikerimageh Hi c ks 6
(1962).Discussing what he considered ®ddecline of migentury portraiture, Flexner
expressedistastdowardspainterdike Hicks. F| e x ner wr ot spodraiteaft t he ar
explorer Elisha Kent Kane (182B57)(cat. no. 31Pand Gettysburg victor General George
Meade (18151872)(cat.no. 566 , statingt hat fii n -sized portrastd, theprdmantically
contorted faces top photorealistic bodies, a dichotomy which reveals that no more than his fellow
portraitists did Hicks havagraphsiater lExaeadndssher engt h
chapter by stating fias an art form, Ameri can
resurr’ection. o

FIl exner 6s s we e p-centgry porirasturel issreflective aj general trdnds in
scholarship on nineteentientury Americanajyt whi ch al so accounts for
career. Most scholars have focused on landscape, genre, and history painting, with portraiture
serving largely as illustrations for biographical and contextual essays on the period. The 1980s

saw a surgefanterest in portraitists who were predominantly active in the first four decades of

" For instance, see Carolyn Weekl@ne Kingdoms of Edward Hickllew York: Harry Abrams, Inc., 1999);
Theodore Stebbins, JMartin Johnson Head@oston: Museum of Fine Arts, 1999); and John Paul Driscoll and
John K. Howat,JJohn Frederick Kensett: An American Masisew York: W. W. Noton and Co., 1985).
& Tatham, 6.
°® James Thomas Flexndf,hat Wi | der | mage: The Painting of Americabds
Winslow HomefNew York: Dover Publicabns, Inc., 1962)186.
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the nineteenth century. The Smithsonian I nst
Academy of Design organized exhibitions with accompanying cataloguas Samuel F. B.

Morse (17911872), Chester Harding (1793866), Henry Inman (1801846), and Thomas Sully
(17831872). Of these early nineteerg@ntury portraitists, only Sully has held the attention of
scholars. Over his long career, Sully produceddneats of portraits, including the 1838 portrait

of Queen Victoria that was the focus of a Metropolitan Museum of Art exhibition in'20B9.

contrast, portraitists who were predominantly active between 1840 and 1870 have been neglected
in favor of landscpe artists and history and genre painters.

Hicks is far fromthe only midnineteentkcentury portraitist whose contributions have
beenoverlooked Theoeuvresof many of his contemporaries, such as Daniel Huntington ¢1816
1906), Charles Loring Elliott18121858), and G. P. A. Healy (1811894), have yet to be
thoroughly consideret!. Hicks and his peers produced hundreds of portraits during their
careers, which suggest a consistent demand. For instance, New York newspapers often reported

that Hickshadnor e commi ssi ons than he could handl e.

9'See National Academy of DesigBamuel F. B. Morse: Eatator and Champion of the Arts America(New

York: National Academy of Design, 1982); Monroe Fabidn, Sully, Portrait PaintefWashington, DC:

Smithsonian Institution Press, 1983); Leah LiptarTruthful Likeness: Chester Harding and His Portraits

(Washington, DC: National Portrait Gallery, 1985); William H. Gerditse Art of Henrynman(Washington,

DC: National Portrait Gallery, 1987); Paul J. Sti&&muel F. B. Mors@Cambridge: Cambridge University Press,
1989);CarrieRebora BarattQueen \itoria and Thomas Sul§Princeton: Princeton University Press, 2000); and

Edward Biddle and Mantle FieldingheLife and Works of Thomas Sully (17B872)(Charleston: Garnier and Co.,

1969).

1 Wwithin the last half century, Huntington has received tostrattention in regard to his history paintings. For
instance, see Wi lliam H. Gerdt s, fAiDani el Huntingtonés

| ma g eMinterthar Portfoliol4, no. 2 (Summer 1979): 1-219 4 ; Nancy Rash, Déndli st ory and
Huntington and t he Pat Arohivesgfédmaridan Arthlaumadsno.B f1994)sA5;Da y , 0
Wendy Greenhouse, AiDani el H u n tWinteghurdortfoleo3ildno. 2/8 Gummdre a | of
Autumn 1996): 103140. Tle last publications about Healy came in the 1950s: Virginia Museum of FineAArts,
Souvenir of the Exhi HRichmoadnVirgimatMusedmeotiFinglArta, 195@ and QBarid dee r s
Mare,G. P. A. Healy American Artist: An Intimate Chronicfalme Nineteenth CentufiNew York: David McKay

Co. , l nc. , 1954) . A modern examination of -céntulyi ott és o
artists to receive an exhibition devoted his career is Alonzo Chappel, who was known tddngpooaries for his

portraits and engravings of nineteec#mtury luminaries. See Barbara J. Mitni€Cke Portraits and History

Paintings of Alonzo Chappé&Chadds Ford, PA: Brandywine River Museum, 1992).



also be why his works possesses stylistic inconsistencies, particularly if he was inundated with
commissiong?
Although there are few studies about mideteentkcentury prtraitists, these artists
often appear in museum exhibitions and collection catalogues. For instance, the National
Portrait Gallery has consistently featured ro@htury portraits in exhibitions such&isis New
Man: A Discourse in Portrait§1968);Portraits of the American Stag&971);Fifty American
Faces(1978); and more recentlgrushes with History: Paintings from the National Portrait
Gallery( 2001) . The Los Angel es EBmeucart Pprtradifwresire u mé s 1
the Grand Manner: 1720920,tangentially considered mickentury portraits within the grand
manner painting tradition. Despite these effartany scholarstill regardthese paintings as
static anduninteresting
Regardless of whether one finahsd-centuryportraits aesthetally pleasingpne must
consider the wider implications of the increase in their production. honissioned these
images anddr what reason? Are they fprivate or public consumption? Did they function as
didactic images to stir patriotism and ingpexenplary behavior? Why do sutdwrge numbes
of portraits, particularly those aofineteentkcentury luminariesappear at mid¢entury? There
aremanyquestions that neeatidressinginregatdo t h o s esizdétbe | pegpihmatnitn g s . I
thatthesp or t raits are more than just records of t
They reflect larger historical, social, and political concerns of the period.
This dissertatiofiocuseso n Hi ¢c ks 6 s p o r-demtuayiartisss, polificiamsi net e e n

authors and other luminaries he wor ks f or which he.lagus best Kk

12 sometime stylistic inconsistencies can ber#wilt of different hands at work; for example, if an artist had
multiple assistants working in his studio. While Hicks had several students, it does not seem that the artist had
regular assistants in his studio.
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thatH i c koaindirgs are signifiers of a larger cultural phenomenon occurring ateniairy:
the birth of American celebrity culture. During the antebell@nqal, American audiences
became fascinated, even obsessed, with celebrity. Theetgared the American lexicon in the
1840s and referred to individuals whose remarkable leadership and accomplishments gained
public attention and respectWhile celebritywas traditiondy associated with fame ardlassical
ideals of virtue and honor, ltlge midnineteenth century thaefinitionsshiftedas American
audiences became enchanted by public personaliegelopmenbf the mass media and the
growth of the pulic relations industry fostered this new fascination. Daily newspapers and
magazines informed readers about appearances and even habits of their favorite luminaries.
Advances in photographic reproductiench aghe inexpensivearte-de-visitein 185Q
enmuragednterestin celebrity culture. &t the first timeaudiences could collegtexpensive
portraits of their favorite celebritiesThis posed a challenge for traditional portrait painters who
wished to remain competitive in the new market ofdblebrity image.

| contend that Hicks recognized these trends and carefully constructed his reputation as
an important American artist prior to opening his studio in New York City in 1850. After
establishing himself as a portrait painter, Hieksbracd the new cultural trenly integrating
himself into celebrity circles The artisivasactive primarilyin New York City, the central
location for publishing houses, photography studios, and social gatherings foe mbiaty
luminaries. As a result, tiéew York Citymetropolitan area provided Hicks wim
opportunity to obtaitommissions as he participated in artistiditjpal, and literary circles.
The artistodés subjects i ncl udNewdorkgoveradr,thennd nat i
United States senator, and later Secretary of SHe&jilton Fish(18081893); President

Abraham Lincoln(18091865) authors Henry Wadsworth Longfello@8071882)and Harriet
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Beecher Stow€1811-1896) Arctic explorer Elisha Kent Kane; and actor Edwin Bo(t833
1893) As | will show,H i c¢ kpartéais served as calculated constructions to promote and sell
both his celebrated subjeetsd the artist himself. Hicks became a celebritpéynting
celebritiesthen fell victim to the fickle nature of fame an@dsall butforgottenby the end of the
century.

The dissertation is organized thematically, with separate chapters focusing on artists,
politicians, authorsan explorer, and an actoin Chapter One, | discu$sstorical and
theoretical concepts édme andcelebrity and the state of the research in nineteesritury
celebrity culture studies. | define what it meant to be a celebrity in the nineteenth century and
how this definition differed from traditional notions of fame. | consider how devedapof the
mass media, the public relations industry, and photography fostered these changes. In Chapter
Two, | examine Hicksdos apprenticeship in his
study in Europe, and how he used the popular prestdblish his reputation

Chaper Three explores the dual functions bfi ¢ koalitical portraitsat midcentury. |
begin by examining the artistbés first major p
Hamilton Fish for City Hall | argue tlat the portrait exemplifies classical fame and | consider it
in respect to public perception of the Governor. | examine the portrait within the context of the
grand manner portraiture tradition and compare it to other City Hall portraits by John Trumbull
(17561843) and John Vanderlyn (17#1852). In contrast to my consideration of the Fish
portrait as a representation of c¢classical fam
campaign propaganda. | compare the portrait to contemporary phdteguagh prints and
suggest it be considered as a hybrid of classical fame and celdbrisdiscussiorserves as a

backdrop to explorehanging definitions of celebrity as exemplified by portraits in subsequent
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chapters.

Chapter Fouexaminediteraryf i gur es as r e pAuthcssefithie &rdtedby Hi c |
Stateq1860, a group portrait of men and women that survives only in an engraving (1y366)
AlexanderH. Ritchie(18221895) Initially believed to have been commissiongdEnglishman
William P. Wright (c. 18151880) the original painting was one of four to be assembled in a
New York gallery of famous men. Huntington, Thomas Rosgli@181871) and George A.

Baker, Jr.(1821-1880)were to paint the scientists, merchants, and artists, respgckust, the

image is examinedithin the contextoHi ckso6s early training and in
i ndi vi dual a ustuggestthsfdthopsofrthe Urated tStattesay have originated

with Hicks as a result of increasing interest tarkry celebrities. | also consider how the image
served as a means for the artist to increase
involvement in the original commission and argue that it provided him an opportunity to
compete with his fellowa@t r on s . I n addition, | consider th
patronage and collection practices and how they may have been shaped by his connection to the
institution of slavery through his cotton brokerage. | then explore the painting as a

representation ohationalism and itgelationship to group portraits of great mesinceAuthors

of the United Statescluded womenl also considethe new female celebrity and gender

constructs in mighineteenthcentury America.

ChapterFivefocueson Hi cksés mul tiple portraits of A
A participant in the British and American search expeditions for lost British explorer Sir John
Franklin, Kane published an account of his experiences eniittddt Explorationg1856). The
bookbecame ainstant bestselleiane6s adventures defined him a

her o an exempl ar helpdd toifultiidvanifestDestiny. Thes chagieo considers
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Hi cksds portraits of Kane within the context
regions; the craen of an American hero at a time of national distress; and the ways in which a
celebrity image could be manufactured and manipulated in the popular press.

Chapter SixdiscusesHi cks6s mul tiple portraits of act
Ot hel Agos |l examine the Booth portraits in |
as in relation tather portrayals of Shakespearean actbesm alsoconcerned wh the use of
the portrait agdvertisement and its role in nineteendntury theadr. | explore thé&ooth
p o r t relationshspdwith theatrical photography and the popular pastime of collecting celebrity
cartes-de-visite. These paintingare also examined relationto the dissemination of
Shakespear e oways thatleEglishapragvrightthecame a part of American
popular culture, both in New York City and across the nation.

Toconclude,t onsi der Hicksds critical reception
public eye was likely the result of his failure to embracangmgstylesof portraiture. By the
mid 1870s, criticsawH i ¢ kerigtistechniqueasrepetitive and outdated as he was
uninterested in experimenting withanewstyls uc h as Wh iHicksd sotoriety t onal i
for stylistic inconsistenciesmayhav al so contri buted Hioks hi s reput
demonstrated mastery of brush in portraits such as thasespér FranceSropsey(1823190Q
National Academy of Desigrand poet/artist Qiistopher Pearce Cranch (181892 National
Academy of Degin). In addition his portraits of lesseknownand anonymous sittefrequently
surpassn qualitythose of his celebrated subjects. Thiay be due to Hicksds p
painting portraits after photographghen subjec wereunavailable for sitting or when quality

was sadficed for speed of execution.oBie critics notedhe inconsistencies and remarked that



thearts t pai nted wePdudgigvehsetni hee twhdtl squal ity arose
achieve it and was ndependent on hiddity.

An appendix of Hicksds known works appears
foundation for a future catalogue raisonn®.
paintings as well as attributed works. The appendix is by nosreeamplete, and | anticipate
additions and corrections as my research continues. Over half of the works listed are unlocated,
including important portraits of nineteentkntury luminaries such as Washington Irving (1783
1859), Horace Greeley (1811B72),and Henry Ward Beecher (181887). While | am
concerned primarily with Hicksds portraits in
subject matter provides the reader with a greater sense of his lifetime production. In other words,
while Hickswas certainly cognizant and desiring of fame, he was also an artist who loved to

paint.

BAThe Fi mhe IndependenNovenber 23, 1854.
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Chapter 1: A Brief Overview of Celebrity Culture Studies and Its Development in the
United States

Any study of nineteentkhentury celebrity culture begimgi t h Leo Br dhedy 6s s
Frenzy of Renown: Fame and Its Hist¢t®86)** Br audy met i cul ously docur
history in western society over the past 2000 years to understand its significance in the twentieth
century. Although my dissertationisimi t ed t o the nineteenth centu
foundation for understanding modern concepts of fame and how they differ from contemporary
definitions of celebrity. Braudy explains that fame consists of four elements: a person; an
accomplishmenthis or her immediate publicity; and what posterity has thought of him or her.
Traditional definitions of fame derive from classical ideologies related to public service, civic
virtue, and national glory. For centuries, leaders such as Alexander thg€35i@323 BCE)
and Julius Caesar (10821 BCE), who exponentially increased their empires and reputations
through military deeds, served as measures of greatness for future monarchs. Both men also
understood the power of the image to promote public ifenBome 2000 years later, we still
study these | eaders6é accomplishments and know
mosaics, and in sculpture.

Braudy also defines fame through Judgwristian ideals. This type of fame is

exemplified tlmough the life and teachings of Jesus Christ who stressed humility, spirituality, and

14 Leo Braudy,The Frenzy of Renown: Fame and Its Histdew York: Oxford University Press, 1986).
Scholarship on twentietland twentyfirst-century celebrity culture is significantly larger than that on the nineteenth
century. Foundatiaal studies include: Daniel Boorstifihe Image: A Guide to Pseuivents in AmericéNew
York: Harper and Row, 1964); Richard Schickatjmate Strangers: The Culture of Celebriyarden City, NY:
Doubleday and Co., Inc., 1985); and Joshua Gan@laimsto Fame: Celebrity in Contemporary America
(Berkeley: University of California Press, 1994). Several new celebrity culture readers and a new journal devoted to
the subject attest to the increasing attention celebrity culture studies are currentlpgeoeacademia. See the
inaugural March 2010 issue GElebrityStudiegLondon: Routledge); Su Holmes and Sean Redmond, eds.,
Framing Celebrity: New Directions in Celebrity Cultufleondon: Routledge, 2006); P. David Marshall, dthe
Celebrity CultureReader(London: Routledge, 2006); and Sean Redmond and Su HolmesStaadgm and
Celebrity: A ReadefLondon: Sage Publications Ltd., 2007).
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virtue over the authority of a single individual. In contrast to Alexander and Caesar, Christ did
not utilize images of himself to spread Christianity throughout thredoEmpire since this
would have contradicted his message of humility. Instead, Christ communicated the word of
God through sermons that the disciples later disseminated to follGivers.

Modern concepts of fame are partly an amalgamation of classicdldedChristian
definitions. Braudy argues that concepts of fame began to shift during the Renaissance with the
rise of individualism and humanism. During the fifteenth century, scholars and philosophers
began to question the absolute authority of ther€inand argued that the individual should take
pride in his or her humanity instead of feel.i
Dignity of Man, 0 humani st -1d%)hmote that m&iwascotde |l | a
confined to predetermed patterns of behavior but had the ability to control his own destiny.
This shift in emphasis from authoritative bodies to the individual was essential to changing
definitions of fame.

Individualism was also manifest in art, particularly with the 0§ the secular portrait.
With the advent and dissemination of portraits in print form, one no longer had to be wealthy or
associated with royalty or the papacy to have his image recBtdeattraits of artists, scholars,
clergy, and others proliferateshd could be widely circulated. Thus, printing allowed for wider
facial recognition and gave individuals the ability to gain renown more quickly than ever before.
By the end of the eighteenth century, the rate of public recognition had increased &apipnen
with the advent of the Industrial Revolution. New technologies, the growth of urban

populations, rising literacy rates, and revolutions against monarchies facilitated the shift in

> The image of the bearded Christ, believed to have been invented by the Christian Church, appeared some 500
yeas after his death.
16 Braudy, 266.
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classical definitions of fame. The pdsetlustrial Revolution worldvas one of selpromotion
that provided a foundation for celebrity.

As David Giles explains ifllusions of Immortality: A Psychology of Fame and Celebrity
(2000), fame and celebrity are not necessarily interchangeable terms. Celebrity suggests
temporality and contemporaneity, whereas fame connotes longevity and immortality. A
celebrity is -Rhoowneé$oed hssowpbbed to being r
accomplishment’ Celebrity has been characterized as a modern media constructigatéatil
by capitalist society. The term i mplies that
required in order -kmownmease®. andetsustiati nc $iwel ¢ |
argue that celebrity could not exist before the twemibentury®* Theor et i cal l y, Schi
assumptions are true if one considers the development of tabloid magazines or the paparazzi.
However, Braudy argues that Athe fan, 0 a conc
fame, appeared as early as tighteenth century when portraits, books, pamphlets, and

caricatures were widely disseminated and introduced the famous to the public.

-1
—

Braudy explains that the devel opment of
in which audiences begin to shgméblic figures according to their own desires. In other words,
audiences sought to improve themselves or better their situations through interaction with the
famous. Fans followed Jedacques Rousseau (171778) into exile in Switzerland and
puzzled Rasseau with their behavior since some had never read his books, but still wanted to
see him and be like him. These fans believed that they would not only learn how to be poets, but

could also cultivate their true selves and perhaps even gain their owrbfaasorbing

17 See David Giles)lusions of Immortality: A Psychology of Fame and Celektipndon: Macmillan Press Ltd.:
2000), 34 and Boorstin, 56.
'® Schickel, 23.
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Rousseadds aur a.

More recent scholars, who agree with Braud
1780s public individuals were beginning to un
ways in which art and the popular press ddug used for seffromotion. This recognition
helped fame and celebrity coalesce. Fame is still achieved through some type of
accomplishment, but is not defined strictly by classical or J@teestian ideals. In tandem,
modes of audience reception arehavioral patterns begin to change and echo the pandemonium
associated with twentietland twentyfirst-century fans.

British actress Sarah Siddons (17881) dominated the English stage during the late
Georgian period and experienced situationslsimir t o Rousseauds.- Howeve
promotion may have instigated her fans6é behav

known as one of Britainds great tragic actres

failed to gain publi@c c | ai m. Seven years |l ater, Siddons
ent hralling audiences with her fAembodi ment of
Isabella After seeing Siddonso6s perfor manase, Br i

gotanewDOL" MRS. S| DDONS I¢tateeoneaShd seeens, but weashall make her a
Goldenone bef or®eThrtdlsedonmr.edi cti ons soon became
and private |ife merged. I n hoe besetby wvadaus s Si dd
persons quite unknown to me, whose curiosity was on the alert to see the new Actress, some [of]

whom actually forced their way into my Drawhngom in spite of remonstrance or

19 Braudy, 386382.
20 Katharine C. Balderston, edhraliana: The Diary of Mrs. Hester Lynch Thrale (Later Mrs. Piozzi), 11869
2 vol s. (Oxford: Clarendon Press, 1951) , Il : 554, quot e
the Siddons L ege id&assion forAlertormanned St Sidfioas,and HerrPortraitisted. Robyn
Asleson (Los Angeles: The J. Paul Getty Museum, 1999), 41
14



opp o s f Thisomprogriety was virtually unheard of ihe eighteenth centuryPart of the
pandemoni um was al most c e rptomation] She consteictedbes ul t o
public image by carefully manipulating the press and using portraiture as publicity.

For exampl e, Si r231702 podrait offSeldons@s thie STagic(Mlsé
(1784) is perhaps the best known image of the
sibyls from the Sistine Chapel ceiling, Siddons sits on a throne dressed in swaths of drapery. Her
pale face andkin dramatically contrast her golden brown dress. She gazes upwards and out of
the picture plane. At least eight other artists, including George Romney{802% and Sir
Thomas Gainsborough (172788), painted multiple portraits of the actress inotes roles.

One fan visited these artistso studios to see
of A Si dd?% Suchaadayiofacelebrity sigeeing might end with the purchase of a print
made after a portrait. Siddons took an acpwart in creation of the prints and even instigated the
production of the print made after Reynol dsods
created false intimacy between subject and vi
when in redéty they only knew her selfashioned public image. This may be why some fans felt
they had the right to apPear at the actressods

British poet Lord Byron (1788824) experienced a type of pandemonium similar to that
which surrounded 8dons. IByromania and the Birth of Celebrity Cultuf2009), Ghislaine
McDayter investigates parallels between Byromania and modern popular culture. As McDayter
explains, Byron was an overnight sensation after the publicatiGhof | de Harage dds Pi

in 1812. Modern critics describe the poet as

2L william van Lennep, edReminiscences of Sarah Kemble Siddons, -178%(Cambridge, MA: Widener Library,
1942), 20621, quoted in Asleson, 43.

22 psleson 4347.

2 For more on the imagined intimacy between the famous and the fan in the twentieth century, see Schickel.
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Beatlemania in the 1960s, stating that Bryon wielded sexual power over male and female fans.
Byronds contemporary cr it iallisytobveave selporalturdri s pop
into his poems. Mc Dayter states that descrip
somet hing out of a teen magazine: whenever By
gathered outside to catch aglimpse,men f ai nted whenever they saw
elite wanted him as a guest at their dinner tables; and he received inordinate amounts of fan
mail* Much | i ke Siddons and Rousseau, Byroné6s po
upon his visage aswas on reading his poetry.

Similar to Siddons, Byron was painted by a number of artists during his lifetime. British
artists Thomas Phillips (1771B45) and Richard Westall (178836) created some of the best
known portraits of the poét. In these img e s , Byron appears in the du
authors; a dark cloak with contrasting white collar and cuffs. The sitter is lit dramatically as he
gazes longingly into the distanteThomas Sul |l yé6s posthumous portr
from thisorder and is a quintessential example of Romantic painting in eadyeeinthcentury
America (fig. 3 . In contrast to Siddons, Byron was n
artificial and (' nNewrthelesstheporbat sal hct Basadt Byr on
throughout western Europe and eventually in the United States. Painting celebrities such as

Siddons or Byron made the artists themselves famous. A relatively unknown painter could see

% Ghislaine McDayterByromania and the Birth of Celebrity Cutlufidew York: SUNY Press, 2009);2 For

more on the Romantic era, also 3een Mole, edRomanticism and Celebrity Cultu¢€ambridge: Cambridge
University Press, 2009).

% |In Byron, Sully, and the Power of PortraitufBurlington, VT: Ashgate, 2005), John Clubbe notes that one of the
great art historical tragedies was that Byamd Sir Thomas Lawrence could not sync their schedules so that the
British artist could paint the poet. See 33

®Christine Kenyon Jones, AiFantasy and Transfiguration:
Byromania: Portraits of the Artish Nineteenthand TwentietkCentury CulturglLondon: Macmillan Press Ltd.,

1999), 113.

T bid., 122.
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his reputation blossom overnight should ¢edebrity portrait be well received at the Royal
Academy. If the artist had the portrait engraved, then his fame could potentially surpass that of
his celebrated subject.

In America, celebrity emerged during the first quarter of the nineteenth cemtury
Sentiment & Celebrity: Nathaniel Parker Willis and the Trials of Literary F&b®99), Thomas
N . Baker investigates N. P. Wi llisbds pivotal
United States. Similar to Thomas Hicks, Willis has ati\anished from the history of
American | iterature and is typically a footno
primarily as a contemporary champion of Edgar Allan Poe (1l#29®). Baker explains that
Wil lisds writ i nthesbirtaaf eelebrity adbdessiomiretime tUaited States. In
1835, Willis publishedPencillings by the Wa collection of letters about his European travels
and his intermingling with high society. In these letters, which originally appearedNethe
Yak Mirror, Wi | Il is reported on parties and secret
matter of the | etters fostered public fascina
not necessarily known for any particular accomplishmentaiber for their wealth and
ostentation. Willis had a voracious appetite for turning the private public and was one of the first
writers to understand the potential of exploiting celebfity.

In the same year that Willis publishBencillings by the WayPoe satirized the obsession

with this new class of celebrity in his short
publicbés ability to create celebrity based on
f ame. The protgagorsi sitecdfarfeldi anigzinn us after d
hands as a chil d. He then goes on to special

% Thomas N. BakerSentiment & Celebrity: Nathaniel Parker Willis and the Trials of Literary Fé@wford:
Oxford University Press, 1999);8
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title, and becomes famous by exhibiting his nose to admiring crowds. By titling his story
ALi onioziPobe referenced a soci al past-i me i n whi
huntresses) competed to bring male literary celebrities (known as lions) to their parties. The
interest in having the celebrity present was more about being able to lookrartiean about
actually talkkingwithhinf> The term filionizingd originated as
came to see the lions at the Tower of London. In its nineteemitury usage, lionizing connotes
the emptiness of certain types of fame. Braexiylains that while Poe sought literary celebrity,
his satire indicated the type of fame he did notwWal.a k er ar gues that Wil | i
facilitated public fascination with figures of renown.

Baker notes that the term celebrity initially sigadia quality or condition of renown, as
in a Acelebrated person, 0 and was seen as a d
new celebrities were defined as talented men and women from the middle to lower*lasses.
These people were not celetad because they were born into an aristocratic or royal family line,
but achieved renown through their own accomplishments. The notion of personal autonomy
paralleled broader concerns of creating an American identity in the decades immediately after
the American Revolution. The Jacksonian era was the time of thengelé man, as white male
Americans enjoyed unprecedented freedoms to decide who they were and what they wanted to
be, no matter their station in life. Ralph Waldo Emerson characterizest iivhen he wrote in
his journal in February 1827,%Iidtherwords, pedple age

are what they make of themselves. As David Haven Blake explained, in antebellum America

Mole, 6 . Also see Richard Salmon, fAThe Physiognomy of th
Nineteenth Century;78 in the same volume, 60

%0 Braudy, 466467.

31 Baker, 8.

32 See William H. Gilman, edlhe Journals and Miscellaneous NotebookRalph Waldo EmersofCambridge:
Harvard University Press, 1960): 1, 70, quoted in Daniel Walker Hdeking the American Self: Jonathan
Edwards to Abraham LincolfCambridge: Harvard University Press, 1997), 107.
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celebrity became a distinct category of deratic identity>>

The first American celebrities to experience widespread public acclaim in the nineteenth
century were professional authors such as Washington Irving and James Fenimore Cooper
(17891851). New technologies such as cheaper and fasteingrinsing literacy rates, and
development of the mass media facilitated their successes. The exponential increase in
publication of weekly newspapers and magazines brought information about luminaries to
audiences faster than ever before. In additiidjences could also see and hear their favorite
public figures lecture in lyceums across the country. Americans soon became enchanted by
these public personalities.

At their origin, lyceums were sites of public education where attending lectureanvere
important ritual of citizenship® Subject matter came from a wide range of disciplines: law,
science, literature, and religion. Lectures provided an arena for critical thinking and debate
about historical and current events. In 1836, the debatarBralvidence, Rhode Island lyceum
asked whether Athe destruction of tea in Bost
Il n 1840, a Davenport, |l owa | yceum asked, A Wh i
or a T°awhilelthese founs initially promised of public education and moral reform,
they soon became vehicles of getbmotion. The most popular lecturers included authors and
preachers such as Henry Ward Beecher, Bayard Taylor-{II82%), Oliver Wendell Holmes
(18091894),and Emerson. A critic fd? u t n &mented that the lyceum had become the

American theater. The critic stated that it

33 David Haven Blakeyalt Whitman and # Culture of American CelebrifiNew Haven: Yale University Press,
2006), 29.
¥%pet er CBter Cautse BopulafiLectures and the Marketing of Celebrity in Ninet€emtury America
gPhD diss., New York University, 1997), 5.
® Angela G. RayThe Lyeum and Public Culture in the Nineteer@kntury United State&ast Lansing, MI:
Michigan State University Press, 2005), 28.
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remotest towns, and it secures to the insatiable Yankee the chance, an hour lomgg @ingee

%whom he was curious. o

notability about

The new fascination with celebrity paralleled the beginning of the public relations
industry as American tastes for sensationalism spread to various forms of entertainment,
particularly in New York City. e booming metropolisds market e
variety of entertainments and entrepreneurial individuals took full advantage of the opportunity.

In the same year that Willis publishBencillings by the WayP. T. Barnum (183:2891), who is
considered the father of the public relations industry, staged his first exhibition in New York
Ci ty a o nandshtyone yea did slave named Joice Heth, who claimed to have been
George Washingtonds nurse.

Barnum became i nt yinthaiseandmemoi 1835 whee Helmét€oleyt o r
Bartram, of Reading, Connecticut. Bartram told Barnum that he had sold his ownership shares in
Heth because her exhibition in Philadelphia was unsuccessful. The young Barnum, who had yet
to find his calling in lig, recognized the potential in showcasing the woman and purchased her.

As a biological oddity in extreme old age and as a person who claimed a direct connection to
Washington, Het h could attract | arge daydi ence
in his publicity techniques. First, Barnum s
popular New York City theater on Broadway. Second, he hired attorney Levi Lyman, who

wrote, illustrated, and sold a biographical pamphlet about Heth. Bidt num pri nt ed He
portraits on flyers and posted them throughout New York City. The advertisements claimed

Het h was Athe first person to put cl othes on

mortality Americansvere ever likely to encountér.The show was a hit and Barnum took Heth

®¥fhLect ur es afudt nL&mdt 5l (Marchd857): 317.
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on a tour of New England].

One of Barnumds most successful canmhpai gns
1850 American tour (fig.)3 Prior to arriving in New York City, Lind was little known in the
United Sates. Barnum launched an unprecedented publicity campaign so he could recoup
Lindbés $187,000 fee and make a profit from th
biography, which emphasized her piety and philanthropic nature. In letters spaypexs,
Barnum explained that Lind performed for charities and stressed she was a woman whose sole
concern was the webleing of other8® Those who attended Lindoés per
only see a magnificent performer, but would also be graced withréisence of a pious, virtuous
individual . Barnumdés publicity campaign surp
gathered to greet Lind when she arrived in New York harbor; crowds mobbed her carriage and
threw bouquets as she proceededto herhotel Li ndds reception was unp
occurred before she sang a single note. Antebellum New York City proved to be the ideal
location for Barnum and the rise of celebrity.

In the first quarter of the nineteenth century, New York City bectra center of North
American commerce and trade. Historians estimate that in 1835, more than 1,000 ships from
150 ports passed through New York harbor. By the 1840s, New York City managed over half of
the countryds importertasnd nEhel yi aytwas dAmmd r i
goods, ships, money, and commercial skills. Merchants like Philip Hone-(1880) and John
Jacob Astor (1763848) helped make New York City a commercial beacon and used part of

their profits to patronizéhe arts. The city became a center for publishing houses and a gathering

place for American luminaries.

37 Neil Harris,Humbug! The Art of P. T. Barnu¢Boston: Little,Brown and Co., 1973), 223.
% |bid., 119120.
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Aspiring artists flocked to New York City not only because of its patrons, but also
because it was home to one of the few training institutions iodbetry, the National Academy
of Design®* Founded in 1825 by Samuel F. B. Morse, Asher B. Durand ¢(1886), and
ThomasCole (1801 848) , t he Academy sought to Apromot e
institution and exhi ewYork€ityalso fountd supgorsibhteke wh o cam
American ArtUnion (18391851)#° The AAU was a subscriptiebased organization and
sought to promote art through the exhibition and sale of works by American artists. There were
also social clubs where artists couhéet and socialize with both patrons and celebrities. One of
these was the Century Association, founded in 1847 as a club for artists and authors called the
Sketch Club. Its ranks soon swelled to include politicians, actors, and other ninetenity
luminaries.

When Thomas Hicks arrived in New York City
continuing growth and the frenzy that surroun
impact on the young Hicks is obvious. From the beginning of hisrcétm&s carefully sek
promoted and networked among artists, writers, politicians, and others who could introduce him
to i mportant patrons. Hi s career became tigh

citizens. As a result, Hicks establishedbim| f as New York Cityds pren

39 Hereafter referred to as the NAD.
40 Hereafter referred to as the AAU.
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Chapter 2: Becoming a Celebrity Portraitist

Modest Beginnings

Thomas Hicks was born to Joseph and Jane Bond Hicks on October 18, 1816 in
Newtown, Pennsylvania. The seventh of nine children,uhed artist and his family suffered
financial hardships throughout his childhdddBy the early 1830s, the young Hicks
demonstrated a talent for painting as exemplified in portraits of his extended family. One of the
earliest paintings attributed to thetist by Alice Fordigsi Li t t | e Sa 1833183@ Hi c k s
(fig.4) , the artistods cousin and daughter of Edwa

Inthe quartet engt h portrait, ALittle Sallied has
hair that cascade down her neck and passhoulders. She has high arched brows, wide eyes, a
long nose, and full lips. Her eyebrows and nose appear to be connected by a single line that can

be traced from the left eyebrow, down the bridge of the nose, and back up to the right eyebrow.

Despitethe somewhat naive rendering of the facial features, there is an effort to model the young

girl o6s |ikeness. For instance, her head turns
her neck. Hi cks al so at swhiteshirebétwderohermecdand t h e
shoulders.

At the same time that Thomas painted ALiItt

cousin Edwarddés sign and coach painting shop

“"Hicksds birth year has been published erroneously as
A me r iTheaCragors, no. 5 (May 1859): 136. [fhe Kingdoms of Edwaidicks, Carolyn J. Weekley gives

Hi cksds birth year as-wdo8QereteryinHBrosklyr, Nem lYark gves éis age at deathe e n

as 73. Hi cksbés age on lhmorsths@@days bn Octebert8,i1890. cThid ptaceatis bitl3 y e a
year at 1816, as opposed to 1817 or 1823. The significance of this discovery will be discussed in more detail below.
Thomas and his siblings appear in the Bucks County Poor School Childnetcdasts from 1823 to 1825 and 1828.

See the Bucks County Poor School Children 18885 Tax Record, 96, Bucks County Historical Society. Alice

Ford published a number of anecdotes about Thomasds ea
Edward HicksEdward Hicks: Painter of the Peaceable Kingd@®hiladelphia: University of Pennsylvania Press,

1952) andedward Hicks: His Life and AifNew York: Abbeville Press, 1985). While Hicks scholars are certainly

in debt to her early research, Iseholarship must be considered with a skeptical eye. Ford had a tendency to

embellish the Hicks family history and did not document her sources.
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Edward borrowed portraits fohe young artist to study; in 1836 the elder painter borrowed a
portrait of Reverend Edward Stabler by James Bowman ¢1893) from Richard Price in
Philadelphid#? Thomaso6s first recorded portrait appear
Edwar d Bac Woostal| Hicks (1802898). Thomas painted approximately fifty portraits

of Newtown and Philadelphia residents between July 1836 and June 1837. On average, the shop
charged six dollars for a portrait of a single sitter. The prices for doubleipledportraits

ranged from ten to twelve dollars. Isaac typically paid Thomas one to three dollars for his labor
depending upon the size of the painting. The shop occasionally accepted goods or services in
lieu of cash payment: Thomas received a tellining in exchange for painting a portrait of
Philadelphia dentist Dr. H. Clagéft.Unfortunately, most of the early shop portraits by Hicks

have not been located. However, | suspect that a portrait of an unidentified man may represent
one of the sittex listed in the ledger.

The painting is a haliengthportrait of a man (1836) (fig)5 wi t h a pr omi nent
peak and bright red hair. Hi cksds technique
facial featur es; elngisvimpravad overtthe portraitrof his younjer mo d
cousin. The welto-do man wears a black coat, yellow vest, white shirt, and black cravat. A

diamond shaped red and gold pendant can be seen at the center of his shirt. A fob chain hangs

2 Richard Price to Edward Hicks, December 3, 1836, and Edward Hicks to Richard Price, December 12, 1836.

Alce Ford Fil es, Newt own Historic Association. The | ettt
reasons unknown, Ford did not completely transcribe the letters, and the typed copies have multiple ellipses that
presumably indicate there was mado the letter than what she copied. It is unknown if they would provide any
further information on Thomaso6s ear |l y t ifhepresenhg. Unf or
whereaboutsof h o ma s 6 s Stabjenporwafa ntd h 8 oswnymalade unknown.

“An advertisement for Clagett ®opyViesittowno Deenwtco wn wasl
Mechani co®dm Ganet 2, 1836. The advertisement read: fAH.
Respectfullyinfo ms hi s friends and the public generally, that
Newtown, where he is prepared to perform operations based on their teeth necessary for their health preservation

and beauty. Also, to insert transparentpirruptible teeth, from single teeth to full sets. Those disposed to avail
themselves of his services, are invited to make early
Dentists file, Newtown Historic Association. Also see Isaac $llBkybook, 33, Newtown Historic Association.
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around his neckrad is tucked into an inside coat pocket. The man holds a quill pen in his left

hand and rests his left arm on a chair back. The writing implement and jewelry indicate his level

of education, business success, and wealth. He appears in front of a nphiesen

background, which becomes | ighter in color th

strokes of paint form a AVO shape behind the
Other early portraits are similar to the unidentified man as seen in tHemgtlh portrait

of CharlesSatterthwait (June 1836) (fig).6Satterthwait wears similar clothing as the

unidentified man and also rests his left arm on a chair back. A ledger book and quill pen appears

on a table in the lower right corner of the portrait. Like the unifieditman, the objects suggest

Satterthwaitds occupation as a merchant or bu

commissioned a portrait of his daughter, Ralm (September 16, 1836) (fig. 7A rare

inscription on the back of the portrait indicatesthat was pai nted on Hannahd¢

(fig. 8). In the painting, Hannah appears as awehaved little girl from a wealthy family. She

wears a blue dress and clutches a black bag in her right hand. A coral necklace and gold pendant

inscribed with ler initials hang around her neck. Hannah holds a book enitfldasing

Variety for the Youthful Mindh her lefthandPu bl i shed i n 1835, the chil

compendium of short essays that also included poems, natural history, and lessonsron prop

behavi or . Thus, judging from this painting,

education was just as i mportant as the displa
Around the same time that Hicks recorded likenesses of Newtown ressideralso tried

his hand at selportraiture (c. 183@837)* In this portrait, Hicks painted himself as an

artist he holds brushes, a maulstick, and a p

“ For image, see Weekley, 85.
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black vest and cravat. Soft, brown curlshair frame his face and he gazes past the viewer with
big, round, blue eyes. Pentimenti are visible in the background, as two faces can be seen
underneath the thin layer of brown paint at the right side of the canvas. On the left side, a mouth
and disembdied fingers appear to float in the background. The pentimenti do not seem to be
organized in any particular fashion, and as a result, it appears that the artist utilized the canvas
for practice before painting his sglbrtrait*®
One of the mostremak a bl e paintings of the artistos ¢
Edward L. Hicks (c. 1837) (fig.)9"* Si mi | ar t o -porinaé, Edward L. Hick$lsokss e | f
at the viewer with the same big, round, blue eyes. He has light brown hair and Viglars a
brown jacket with a white shirt and bl ack tie
technique as the naive rendering of facial features seen in earlier portraits has given way to subtle
and delicate modeling. In the portrait, Hicks btoltm through color as opposed to the linear
rendering of facial features as seen in his earlymatirait. The stylistic changes may be the
result of professional training; by this time, Hicks may have begun studying at the Pennsylvania
Academy of the&sine Arts in Philadelphia. While little is known about this early period in
Hi cksds career, a short biography bAt George W
Journali n 1879 and provides some inf%rmation abou
Sheldonexplains that when Hicks was a young man, he mischievously drew unflattering

caricatures of local Masons. The Newtown postmaster, Major Joseph O. V. S. Archambault

(17961 874), saw the sketches and gHEwlavestbftek s a c ¢

5 The Mercer Museum has notrayed or taken infrared photographs of the canvas to reveal the full extent of the
images in the background.
6 Edward L. Hicks (b. 1822) should notbeo nf used with Thomasés cousin, Edwar d
7 Although the article does not list an author, one can presume the author is Sheldon as the biography appeared
ver bat i m AmericahRaihterowittd EBghtyhree Examples of Their Work Engraved on Woioel year
| ater . Appl etonés also published the book.
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Most Eminent British Painterd833)*® According to Sheldon, the life of history painter James
Barry (17421806) so impressed the young Hicks that he vowed to become a painter and
immediately commenced the famous portrait of his cousin Edward.

The portait of Edward Hicks painting theeaceable Kingdor{1839) (fig. 10 is
Thomasds best kn o fthreepxdantmersions (fig. 112),hitesthé anly st o
known likeness of the famous folk artfdtin the halflength portrait, Edward sits in\&indsor
chair and wears a black coat with a tan vest, tan trousers, a white shirt and cravat. He holds a
palette with three brushes in his left hand and another brush in his righgad®able Kingdom
painting can be seen at the left side of the pararad an open Bible appears on a table behind
him* Edwardés head tilts slightly to the |l eft a
forehead. He pauses from painting and gazes sternly at the viewer with piercing blue eyes.

In the portrait, Ht k s model ed Edwardés chiseled facia
color, light, and shadow. Edward gazes at the viewer with a furrowed brow and stern expression.
According to family legend, Thomas engaged Edward in a religious discussion treat anogfer

in the Quaker preacher. The expression represented in the portrait is ostensibly the result of that

“8 Joseph Oliver Victor Senez Archambault was an-dileamp to Napoleon at the Battle of Waterloo. He came to

Phil adelphia to serve Joseph Bonapart ejsfaNilgtobdvoem 6 s ol d
in 1821 and ran several businesses there. Aside from the post office, he also ran a hardware store, a Veterinary

Surgery and Dentistry business, and purchased the Brick Hotel. A portrait of Archambault that was at one time
attributedto Hicks is in the Mercer Museum in Doylestown. The portrait is included as an attributed work in the
appendi x (cat. no. 73) and a repr oduoww.neemermugenmdie f ound
“9The Abby Aldrich Rockefeller Folk Art Center owns the first version of the Edward Hicks portrait. It is hereafter
referred to as the AARFAC portrait. At some point in
reproduced as earte-de-visite. A copy can be found in the Newtown Library in Newtown, Pennsylvania. Walter
Teller noted that t he | i oPesdableKingdogaintings beartastriking i n Edwar d
resemblance to those i n TpodrataForéesampersed tiemdeabke Kiagdain may be
(1845) at the Yale University Art Gallery in New Haven. See Walter Tdllgelve Works of Native Geni(ldew

York: Harcourt Brace Jovanovich, Inc., 1972);&®

%0 Although the text is illegible, Ford statesthiae Bible was open to Isaiah, which includes a passage that is
generally accepted as aReaceahlsngdorpai ohi hgs. Ediveadahi tks6
also shall dwell with the lamb, and the leopard shall lie down with thekiithe calf and the young lion and the
fatling together; and a I|ittle child shal/l | ead t hem. o
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conversation” Close examination of the face also reveals that Hicks seems to have made
preliminary sketches directly on the canvas before pajntCharcoal lines are visible just below
the nose and around the mouth. Hicks sketched and painted in the same manner throughout his
career, as lines are visible in several of his later portraits.

Despite vast improvement in rendering facial featuréskdwas still learning to paint
a natwuralistic figure because Edwarddés arms a
appears as if his right arm is detached from his torso while his head seems to be a little too small.
Approximately one year lateHicks painted a copy of the portrait for a family member, probably
around the same time he began to saidyie NAD (c. 18389) (fig. 11.°* Similar to the
AARFAC portrait, the proportions of Edwardods
abii ty to render anatomy had i mproved substanti
possesses anatomical structure, whereas in the AARFAC version the hand seems elastic, lacking
bone and | igament. I n the NPG vetnedhsfacial Thoma
features. The sternness present in the AARFAC portrait has dissipated into a gentler expression.
Overall, Thomas possesses a better handling of line and tighter control of the brush in the NPG
portrait as opposed to the slight sketchinesthe AARFAC version.

Almost twelve years later, Hicks painted another version of the painting. The third
version of Edwardds portr AARFACaeddNRGversians(bge a c o

12). Created about 1851852, the painting suffed severe damage as the result of being tossed

°1 Mary Barnsley Hicks Richardson to Abby Aldrich Folk Art Center, 17 February 1967, Hicks curatorial file,
AARFAC. Ri ¢ har dter fEdwand Banrese Hitk#] jold fany times of this incident (which his father
|l saac [ Edwar d H& Thormad purpsselynehterdd into d rellyiousmdliscussion with Edward,
determined to disagree with him on a point, which he did, in order tBdtiard to anger, and thus caught the
delightfully stern expressionéo

%2 Hereafter referred to as the NPG version.
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into a coal bin and has since been restdtdd. contrast to the earlier portraits, the Michener
version possesses an overall golden hue. Theegteration photograph seemingly suggests that
the original prtrait was richer in color with a tighter handling of line than seen in its current
state>* Hicks descendents believed that Thomas deliberately emulated his earlier style at the
request of the family member who commissioned the portrait which probafayras for the
overall golden hue.

According to Sheldon, Hicks hid the AARFAC portrait for two months after completion
in fear of being ridiculed. The biographer states that Hicks finally decided to show the portrait to
Edwar d o gn-ldwyDo. EdwadrH. Kennedy (b. 1811), who commended the young artist
for his efforts. Kennedy then encouraged Hicks to study at the Pennsylvania Academy of the
Fine Arts. Upon arriving in Philadelphia during the winter of 1839, Hicks found the Academy

closed. As a malt, he went to New York City where he attended the NAD. While Sheldon

provides a relative timeline of Hicksdos early
First, Sheldon does not mention Hicksds ap
oftheearhpor t rai ts painted there. Shel dondés accol

his cousin, which we know not to be true. Second, Sheldon states that Hicks first attempted

study at the PAFA in 1839. E x ttalavigittto 1837.i mar y do
“Hereafter referred to as the Michener version. Thi s
Sarah B. or Susan Worstall H&k The portrait was given to Dr. Cheesman (the family doctor), who then gave it to

t he Quaker Friends New York Yearly Meeting. According

the portrait nhung -butwastverubltlegattaty thescodinoMahy years agm|[Sarah B.

Hicks] received a very nice letter from the New York Yearly Meeting telling her that the meeting no longer wanted

the picture of her grandfather Edward Hicks could she hag&l]iif she couldcoma nd get it . Mot her
herseld so, one hot day, our colored chauffeur drove me into New York to get the picture, all the time our chauffer

kept fussing about the ddsespecially in the old coal Bnbut we had a pretty big car and the picture staod

nicely all the way homeé[ my mot her] gave me the pictur
condition, when we got iit, and it stild]l i séThe portrai
Robert more than thirty years agbe faceisos ad. 6 Mabel Will ets Abendroth to Al

Ford files, Newtown Historic Association.
¥ For image, see Hicks curatorial file at the AARFAC.
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Shel don was correct in stating that Kennedy e
him with a letter of introduction to gain entry.
Philadelphia and New York City

In the summer of 1837, Thomas traveled to Philadelphiaavigiiter of recommendation
from Dr. Kennedy, who was Thomasds second cou
Quaker city. Kennedy, whose portrait Thomas painted in August 1836, wrote to Dr. Thomas
Harris (17841861) on June 30, 1837.Harris wa a renowned Naval surgeon who founded the
first school of Naval medicine and maintained a successful medical practice in Philatfelphia.
his | etter, Kennedy requested that Harris ass
descri bed nTahist oheossiderable fr@mise, having lately emerged from the coach
painterés shop to the dignity of the easel 0 a
possess etKemeaynsuggastedthat Harris write letters to Judge Joseph Hopkinson
(17701842), the current president of the PAFA, and John Kintzing Kane {1858), a
Philadelphia attorney. Both men were ardent supporters of the arts in Philadelphia. The
introduction to Kane proved to be fortuitous, as Hicks developed a close retgpiovith the
Kane family and painted sever al of their port
famous Arctic explorer son, Elisha Kent KatieKennedy also recommended that Harris write
to Thomas Sully, or fAang, ottherolaraistf of mglout |

young Hi cks. On July 5, 1837, Harris foll owe

%5 The portrait is presently unlocated, but was erroneously exhibited at the Bounty Bicentennial Exhibition in

1882 as one of Edward Hi cks 6 sButks Cosnty Bipentennial BExhibiten See He
gDoerstown, PA: Paschall Brothers, 1882), 34.
®For information on Har r i &< medisal instnuctibniircnmeteerdteniuny e st abl i s h

Phil adel phia, see Louis H. Roddi s, AThomas Harris, M. D
Medi ci ne i n tldureal df thenHisidhy of Medicive and Allied Sciensero. 3 (Summer 1950): 236

250.

> Edward H. Kennedy to Dr. Thomas Harris, June, 30 1837. Archives of the PAFA.

*8 The Kane portraits are discussed at length in Chapter 4.
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stating that Hicks was fAquite anxious to have
Ar t°% . 0

It is not known whether taks received proper instruction that summer as formal records
were not kept at the PAFA until 1856. In the 1830s, students at the PAFA were largely self
taught, with artists studying from paintings or casts in the collection. Hicks would have had
ample @portunity to study from a variety of works, since the PAFA held annual exhibitions of
American art. The Artistso6 Fund Society- also
1845 (with no exhibition occurring in 1839), providing students with thmdpnity to copy
paintings by artists from outside of Philadelpffia.

It is unclear if the PAFA was actually open the first time Hicks attempted to study there
in the summer of 1837. The Academy had financial difficulties in the 1830s and was open only
intermittently. Hicks did study there at some point prior to August 12, 1839, as his permission
slip of the same date stated he had previously received admittance to the galleries and was
thereby granted permission ag&inwhether Hicks met Sully the sumer of 1837 is unknown,
but any lengthy study seems unlikely since the elder artist was probably preoccupied with travel
preparations to paint Queen Victoria in England.

Al t hough Hicksds precise movements are not

period, he seems to have traveled back and forth between Newtown, Philadelphia, and New York

*9 Thomas Harris to John K. Kane, July 5, 1837. Archives of the PAFA.

® For more onthe history¢fhe PAFA, see Stephen May, AAn Enduring Lec
Fine Arts, 1808 0 0 5 Peminsylvania Academy of Fine Arts: 200 years of the Fine Arts;2@W&(Philadelphia:

Pennsylvania Academy of the Fine Arts, 2005}2T0 Peter Hstings Falk, edThe Annual Exhibition Record of the
Pennsylvania Academy of the Fine Arts, :8870(Madison, CT: Sound View Press, 1988); and Frank H.

Goodyear, Jr ., AA History of the-1l®@&6 méigAcademyiThe Ac ade my
Pennsylvania Academy of the Fine Arts, 28936 (Philadelphia: Pennsylvania Academy of the Fine Arts, 1976),

12-50.

®The permission slip states AM. Thomas Hicks had for me
improvement indrawing. Hes t herefore now entitled to the same privi
addressed to the curator. PAFA Archives. | am grateful to Cheryl Leibold for locating the slip and providing me

with a copy.
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City from about 1838 until 184%.This was a fruitful period for the artist; he created several
portraits and smaller genre scenes. Hicks began study at the Nl39rand showed paintings
in the annual exhibition that year. An anonymous critic alNinerYork Spectatodescribed his
entries as fAcreditable. o The artist exhibite
Hicks, a portrait of a gentleman ownedbHicks (unlocated), and a portrait of Captain Josiah
Macy (17851871) (c. 1839) (fig.3).°®* The portrait of Josiah Macy was one of four
commi ssioned by the Macy f ami | yHusseyMacg((kR786 al s o
1861) (fig. 14; their sonWilliam H. Macy (1805L887) (fig. 19; and their daughter, Anliza
Macy (18181882) (fig. 1§. The exact circumstances of the commission are unknown.
However, Hicks and the Macys likely knew one another either through family or business
connections?
One local Nantucket resident who attended the 1839 NAD exhibition did not care for
Hi cksds portrait of Ca p tNantuokethMguoe . Il n May he
Here is a portrait of J_ M_ whom you also know, a very good looking man as well as a
very gad one, but this is a very poor picture; it is wanting in two essentials, good
coloring and correct drawing; the artist is a Mr. Hicks; | presume he is a Friend, from the
drabish §ic] hue of his pigments, and from his nafiie.
Despite t higuea cotorrandrdi@dwing,ahe partrait of Captain Macy is remarkable

because it demonstrates that Hicksdéds style an

Ssubstantially in a relatively short period.

62 A letter to his cousin Elizabeth Hicksaces him in New York City in early 1838 or 1839. The letter gives a date

of February 28, but the year was apparently illegible.
not seen the original s; Ifiptiohsaasthe odgmal letters areima cbllectiot thatisp ar t i a
closed to scholarly research.

BfiNational Acade myNewYorkSpectaigune 17,889. | V, o

%4 Charlotte Emans Moore explains that Hicks may have know the Macys through mutual fieakls. The

Macys also conducted business with shipping and trading firms in Philadelphia and may have known the Hickses
through their visits to the area. Pisteriag NdrdtucketeAm ért c at al og
History of thelsland with Paintings from the Collection of the Nantucket Historical Associ@flantucket:

Nantucket Historical Association, 2000), 1225.

“fHOoriginal C oNamtueketpnguiret Jeime &,6.839, quoted in Moore, 124,
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portrait possesses a greater sense of modeling, a more confident handling of the brush, and a
closer attention to natwuralism. This | ends ¢
despite the fact that he was nearly twentg years old instead sfxteen at the time the
paintings were created.

It was also during this period that Hicks painted the young MartinstwhHeade (1819
1904) who served as an appr®Imthehalfengih porti war d Hi ¢
Heade appears in front obaey-blue background with a cluster of trees in the lower right corner.

He wears a black jacket, maroon vest, white shirt and black cravat. With his torso slightly

angled to the |l eft, Heade | ooks t o toréoarer i ght
awash with Iight. Hi cks delicately rendered
color, light, and shadow,; Headeds flushed che

sense of ani mat i on i hitehighlightssderm o makéthe egey giten. as s
On May 13, 1841, the NAD elected Hicks an associate member. As required by the

A c a d e myadss evdryassociate member had to present the institution withosedfit to

remain in the collection.nlhis quartetength selfportrait, Hicks appears in profile in front of a

nondescript backgrouffd He t urns his head back to the righ

the Macy and Heade portraits, Hicks demonstrated continued mastery of modeliggitde fi

Here, the hard edge lines seen in the earlier works have softened as the artist has gained

confidence with his brush. He is no longer the shy young man in theosttiit of about 1836.

Instead, he is a confident twerftyur yearold at the begining of a career that would span five

decades.

% For image, see Weekle§6.
" For image, see David B. Dearinger, é?ajntings and Sculpture in the Collection of the National Academy of
Design(New York: Hudson Hills Press, 2004269.
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For the next four years, Hicks continued his studies at the NAD. Extant family letters
bet ween relatives in New York City and Newtow
York toward a career as a paint® Hicks painted and exhibited prolifically during this period.
Exhibition records show that Hicksods portrait
were exhibited at the NAD, the American Art Union, and the Brooklyn Art Insfifute.

While many of these early works are unlocated, one exception can be found in the
Museum of Fi ne ACdlcalating8844)t(fig. 7 sharesiaffioities vitls
Jacksonian era genre paintings by artists such as William Sydney Mount1@86)7and
Franas Edmonds (1808863). InCalculating Hicks created his own version of what Elizabeth
Johns called the AYankee farmer. o As Johns e
who rarely farmed, but possessed-selfifidence, a calculating nature, auspicion of the
new®ln the painting, the fAiYankee farmero appea
objects remaining are from a household: a tab
at his feet and a woman on a horse is vidibteugh the barn doors, the animal loping into the
background. Johns rightly argues that the pa
home and most of his possessions due to the Panic of 1837. Despite having lost nearly

everythingfatmerdYaekaens his defining charac

% phebe Ann Carle, to Elizabeth Hicks, January 16, 1844. Partial transcription in At&lEarNewtown

Historic Association.

89 According to Tuckerman, Hicks received public acclaim for his first exhibition pairibiegth ofAbel in 1841

This information was repeated in multiple biographies of the artist in subsequent dictionariesyatupedas of
American art. However, no such painting appears in the exhibition lists at the National Academy of Design, or the
American Art Union. A painting entitltDe at h 6 s F i appetrs ivVthesNiatibraltAcademy of Design 1841
exhibition catlogue. The painting is unlocated and | have not found any contemporary descriptions or critiques. |
do not know if Tuckerman was mistaken obD#ath of Abeilvas an unrecorded exhibition painting. Furthermore,

Hicks first exhibited two years priorto €tk er manés gi ven dat e. I nbeathof on t hi s
Abeli s frequently |l isted as Hicksdés fAbreakthrougho paint
its exhibition.

0 Elizabeth JohnsAmerican Genre Painting: The Ri¢s of Everyday LiféNew Haven: Yale University Press,
1991), 1415 and 2429.
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One of Hicksods f ew s u Calculatingdegionstratesithat thg art,strwas p ai n
cognizant of contemporary events and popular taste in American art.
Study in Europe

On July 2, 1845, Hicks left New York for France to begin study in Europe. President
James K. Pol kés brother, Colonel Wi lliam Pol k
artist with a letter of introduction that aided his acquisition of a passipibre &American
embassy in London. Hicks spent the next four years studying and painting in Europe. Many of
his pictures from this period are unlocated,
study was typical of American artists making ther@édour. For example, the artist copied
from the Old Masters and made sketches of local populations and landscapes.

According to Sheldon, Hicks made copies of early modern paintings such as Sir Joshua
R e y n olhfahsSammue{1776, National Gallery, ltod o n ) , CMystic Barageo 0 s
of St. Catheringc. 1520, National Gallery, London), landscapes by Constable, and hunts by
Di az. Reportedly, the artistdéds copy of Rapha
was ordered to change detaitsthat it would not be confused with the original. Hicks later
stated that he considered Raphael 6s portrait
profound respect. He believed it possessed i
principl es and met hdds of portraiture.?od

Hicks arrived in Rome in October of 1845 and joined a community of American artists
already established there. Sculptor Thomas Crawford ¢18%3) was one of the first artists to
call on Hicks; the two men became stofriends. In his eulogy of Crawford, Hicks recalled

many enjoyabl e evenings spent with other Amer

" Sheldon, 167.
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Rome’? Hicks also befriended John Frederick Kensett (18852), who at the time was

suffering from an dhritic condition that confined him to bed for several weeks. Hicks helped

nurse Kensett back to health and the two men became lifelong fffeAdi®r Kensett recovered

from his ailments, the artists painted and traveled together throughout Italydiprinrough

early October in 1846. By November, Hicks and Kensett had returned to Rome and shared a
studio on Via Margutta near the Spanish Steps until the following spring. The Hicks/Kensett

studio quickly becamthe meeting place for artists, writer@d other Americans traveling

abroad. It was here that Hicks began cultivating relationships that proved beneficial in gaining
commissions when he returned home. Among the Hicks/Kensett circle were individuals such as
journalist George W. Curtis (1828892), Benjamin Champney (181B07), Jasper Francis

Cropsey, William Wetmore Story (1811895), and aréindliterary critic Margaret Fuller (1810

1850). Poetindartist Christopher Pearse Cranch and his wife Leonora recalled enjoyable
gatherings atthetari st s6 st udi o. Leonora Cranch report e
room, | truly enjoyed myself in a more social, though less elevated style. By great luck there
were four of us who sang Mooreds O6Melnpdi es. 0

passed away“delightfully.od

The artists also gathered at an Italian nggtiool where they painted costumed models.

"2 Thomas HicksThomas Crawford; His Career, His Character, and Works. A Eu{bigyv York: D. Appleton and

Co., 1858), 389.

3 Hicks states that he and Keett visited a number of small towns south and west of Rome, such as Subiaco,
Palestrina, and Cervar o. S Preceddings & a Meeting a thenGemurys about Ke
Association Held in Memory of John F. Kensett, December (18&& York: Century Association, 1872),-8;

Madel ei ne B. Stern, fi N e-lv8 EBhg Blew BErdjlan@uattarhsld, so. 2 (Junell94d)l v 1835
251;JohnP a u | Driscol I, AFrom Burin t o JoBrFuedenick Kehdett ArDe v el op me
Ameri@an Master ed. John Paul Driscoll and John K. Howat (New York: W. W. Norton and Co., 1985), 57.

" Leonora Cranch Scoffhe Life and Letters of Christopher Pearce Craf®hston: Houghton Mifflin Co., 1917),

124, For Mr s. Cr a n ccks&re otheo Ameérican ertists,| seeer 8, 10i7,d 70,s171pand 244.

Al so see George W. CuHaripser 6fAsE dN etvo r MBnnbEIA4sWarbBahgZa)z6iL Inde

For more on American artists and Italy, see William L. Vance, Mary K. McGuaah,John F. McGuigan, Jr.
Americads Rome: Art i s1908(CdoperstowneNY:B-enenora Artl Museunt, 3009). 1 8 0 0
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In his reminiscences, Cranch wrote:

On the winter evenings for two successive years | attended a costume academy where

about 30 040 students of different nations drew and painted in watercolors from living

models dressed in the festal costumes of various Italian towns. At the close of the second

season | had accumulated nearly 100 watercolor drawings of these models, male &

female. The models posed for two hours every evening. For each season we paid the

trifling sum of $1.507°
At | east thirteen of Hicksds costumed peasant
draughtsmansp (fig. 18-19 and cat. nos. 19805). Hicks incorporated the figure studies into
paintings he made both in Italy and after his return home. For example, a variant of the peasant
figure stands atop large boulderdtalian Landscapéc. 184547, National Academy of
Design)’® Thispaint ng provides a sense of Hicksoés ear|
artist thickly painted the storm clouds in varying shades of gray that change from dark to light as
they break to reveal a bright blue sky in the upper left corner of the cahvagpeasant stands
out against the dark grey sky in his brilliant red cloak and blue pants. Hicks built the form of the
rocks through color and gave the stones brilliant white highlights that suggest the sun has not yet
been blocked by the oncoming storin.addition, the artist painted the vegetation with deeps
greens that contrast the golden and dark brown shades of the soil. A similar peasant figure also
appears irshepherd Boy1847) (fig. D).

In the painting, Hicks depicted an Italian shephéatding over the body of a dead lamb.
A rare extant example of the artistobés early r

depiction of a shepherd mourning the loss of Christ, who the lamb symbolizes. Two more

shepherds, a sheep herd, and aelargss appear in a mountainous landscape in the background.

S Ibid., 107, quoted in Nancy Stulat Home and Abroad: The Transcendental Landscapes of Christopher Pearse

Cranch (18131892)(Hanover: University Press of New England, 2007),-104 5 . A |l arge number of
costume studies survive. See John Paul Drisg¢olin F. Kensett DrawingdJniversity Park: Pennsylvania State

University, 1978), 3#46.

® For image, see Dearinger, 270.
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Hicks also used the shepherd figures in Italian genre paintings heccne®New York. For
example, a similapeasanas seen in figure 20 and cat. no. Bpfpears iDolce Far Niente
(1850) €ig. 21) as a reclining shepherd. A shepherdess sits among rams and sheep just behind
him. Ancient ruins that recall thoselmlian Landscapean be seen atop a cliff in the
background at the left side of the painting. Similar ruins appear in tHekground in
Fountain at Palestring1850) (fig. 23. In this painting, two women, who wear costursiesilar
to the one in figure 1Xhat at a fountain. An lItalian vista, complete with quaint peasants and
ancient ruins, appears in the background.
In June 1848, Hicks traveled to Paris where he remained for approximately one year.
While there, he made painting sojourns to Fontainebleau and Barbizon with Cropsey. Hicks
entered French academic painter Thaoamamne€out ur
his studio to private lessons about 1847, the same time he received critical acclEna for
Romans of the Decadengel 8 4 7 , Mu sa®tke adndabSalsra #i¥ classes were popular
among Americans, and included artists such as GeorgeHealy (18131894), Eastman
Johnson (1824906), and William Morris Hunt (1824879). When Couture opened his studio,
the debate over the importance of drawing versus color was revived in a battle between the
Classicists and the Romanticists. Couturerditifavor one over the other and did not
di stinguish between the two. What mattered t
execution is in just Haronyof cdmpasitionishoildnstbec onc e pt i
sacrificed for any other formal elenten
Couturebs teachings about the use of <col or

works. The master taught that color should be pure; the artist should avoid mixing when

""Marcel E. LandgrenAmerican Pupils of Thomas Couty@altimore: University of Maryland, 1970), 12.
38



possible. He warned that if an artist must mix color, he should nerdsice more than three,
as then the fdApicture has no longer &ny 1ife;
Coutureds insistence on the primacy of <col or
it became a signature characteristic onicivhis contemporaries frequently commenfed.

Couture taught his students that they should begin a portrait by sketching the sitter in
charcoal directly on the canvas, making sure to shake any excess from the surface so it would not
ruin the effect of theolor. As | explore in the following chapters, Hicks followed this practice
throughout his career as traces of initial sketches can be seen through thin veils of paint. The
next step in Coutureds process waist t oa tirsaacuec etd
boiled oil and turpentine. Then, the outline should be traced again with a mixture of bitumen and
brown red. After this dried overnight, the artist would then begin to paint light tones in thin
layers®

Couturebds cl| e areessteeinnfilnueHiccek sndasy portrait o
(c. 1850, National Academy of Desigf) Hicks forgoes the linearity of his early works in favor
of drawing directly on the canvas with lengthy strokes. While he still rendered some detail as is
evident in Cranchoés eyes, Hi cks mostly favored
portrait. OQutlines of the figure, as describ

shoulders and around the top of the head. Much like Couture umdidded selportrait (New

Orleans Museum of Arf) Hi cks model ed | i ght and shadow in
®bid., 13.

“Hicksds use of color will be explored further in the
8 nthe August 1850issye an articl e entitl ed f P a Billsthafthe Aericans f or A
ArtUnionAut hored by AT. H., 0 the article provides advice a
unknown for certain whether it was writtenHyi ¢ k s , it seems I|ikely as it detail:

locales Hicks visited and studied. The author recounts that Couture fully expected his students to know how to draw
prior to entering his atelier so that his lessons could focus aadiments of painting from nature.
%1 For image, see Dearinger, 269.
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face. The Cranch portrait is one of the most
di scuss how Hi ck s Qsfortinatelyaid not retainnthee kenge af immediacyg s
seen in the Cranch portrait.

Like many artists and writers studying abroad, Hicks recognized the power of the press
while he was in Europe. Authors such as Margaret Fuller sent dispatches to Nevetéadikgd
political, social, and artistic news. These sometimes gossipy reports were typical of the era,
attesting to public interest in the comings and goings of American artists. For example, Hicks
first appeared in print in May 1846, when Beston Day Atlasreported an injury he sustained
in a fight between Italians and Americans during Carnival in Rome. Hicks suffered a stab
wound from which he recovered with Kensettoés
also mentioned inreportsabdiio ngr ess6s debate to acquire Geol
for a national collection. Hicks was one of eleven artists to sign a petition in support of the
purchase, which was rejected. For the rest of his career, Hicks actively encouraged national
support for the arts in Americ¥.

Hicks and Fuller worked together to promote his work in America while Hicks was
abroad. Full er began the campaign by singing
(18091882), a radical abolitionist and refoer who was well known in American intellectual
circles in New Yorké® On October 25, 1847, Fuller wrote to Shaw and appealed to his political
nature. She explained that Hicks was the only artist deeply interested in social reform, and he

would paint hisdeas if only he had the time and freedom to do so. Fuller also said if the

25ee fAForeign Cor r ethpBostohdramsa@iptoMay h21 At 1 @46 dand fACat | i ni
I ndi an Me Tihe Everiing Pogtew Work), June 30, 184& subsequengears, Hicks served on a number

of planning committees for Sanitary Fairs, the Centennial Exposition in Philadelphia, and as the president of the
Artistsé Fund-186.ci ety from 1873

8 Shaw was the father of Robert Gould Shaw (18883), the colonel ahe altblack 54" Regiment from

Massachusetts. Col. Shaw and his troops was the subject of one of August@aBdens best known memorials.
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paintings Hicks sent back to the American Art Union sold, then the artist would have the

opportunity to paint his ideas on reform. Fuller then asked Shaw to examine the paamithis

he liked them, he should bring them to the attention of others who might buy them. The

paintings Hicks sent to the American Art Union while he was abroad incltaled(c. 1846,

unlocated)Pifferari (c. 1846, unlocated),he Fountain of Elvet(c. 1847, unlocated), and

Peasant Girl of Ischidc. 1847, unlocated). According to Hicks, the pai

sale. o
Six month after Fuller wrote Shawhe Evening PogiNew York) published a letter that

Hicks wrote to an unidentified friehh The artist first detailed his thoughts about art in America

and Europe. His commentary echoed what Lillian B. Miller described as the national apologia,

meaning that American art had yet to meet the quality standards and expectations for what had

beenand what was being produced in Eurpédi c ks wr ot e, fwhen | came

Art burst upon me. | saw how through long ages it had struggled up its meridian, and that what

we call Art in America was only faint imitations of the dead leavesd@edying branches of a

goodl ¥° Athougtethisis a bit harsh, Hicks goes on to intimate that his hard work and

study may result in great American art. With dramatic nineteeeriury flair and

Ahumbl eness, 0 he st at ewgreamess. Ho®ntiouash onl y hope
| have painted some small pieces which have found ready sale in New York, and have
planned several works of considerable magnitude which | hope to paint, but am not yet

prepared to do so. | have experienced my full shanamfships and difficulties, and
almost turn sick at heart when | recur them and to the obstacles | have met and in some

degree overcome How inch by inch | have fo
thus gained a footing for myself, upon whicholple, in days to come, to build. You know
how | began my career poor, illiterate, wi

% See cat. nos. 181, 182, 185, and 188.

% See Lillian B. Miller,Patrons and Patriotism: The Encouragementhef Eine Arts in the United States, 1790
1860(Chicago: University of Chicago Press, 1966), esp21

8/ Art | nt BostdniTrgnscnigtNovember 30, 1847.
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ot her than a few willing to give me O6bread
wants ' yet | started: ndlfekthavyearshobpatiert laber afde f or e
studymightenable me to overtake them in the race. Thus far, indeed, success has

attended my exertions, for | have developed my own nature, and attained a degree of skill

in my profession which is an omen ddtter things in time to come. But for the present,

nay for two or three years yet, | must remain here in Rome, humbly but laboriously

devel oping my days and %y nights to the st

In other words, through hard work and perseverance, thelaspet to surpass his predecessors
to become a great artist of original thought and skill. In later years, Hicks would take that same
tone of humility when submitting works to the collection at the Newk Historical Society.
About one year later, Fullgpublished an account of American artists in Italyfire New
York Tribuneon Mar ch 20, 1849. Her comments echoed
status as a struggling artist with potential genius. As in her letter to Shaw, Fuller explained that
if only a patron could foster Hicksds talents
success. Fuller wrote:

Of Hicks I think very highly. He is a man of ideas, an original observer, and with a
poetic heart. His system of coloring is dedveom thoughtful study, not a mere

imitation of nature, and shows the fineness of his organization. Struggling unaided to
pursue the expensive studies of his art, he has only a small studio, and received only
orders for little cabinet pictures. Couié carry out adequately his ideas, in him would

be found the treasure of genius. He has made the drawings for a large picture of many
figures; the design is original and noble, the grouping highly effective. Could he paint
this picture, | believe wdd be a real boon to the lovers of Art, the lovers of Truth. |

hope very much that when he returns to the United States, some competent patron of
Art "one of the few who has mind as well as
picture. Otherwisghe cannot paint it, as the expenses attendant on models for so many
figures, &c., are great, and the time demanded could not otherwise be taken from the
claims of the day®

Thus, with Fullerdéds hel p, Hi c ks dittavbenkehed hi s

returned to New York, he and his work would be familiar to the American public.

1 bid. and fHi cks, ThE BvenindPogiew Yok ApHl 45, 1848e r , ©
8Margar et Ful l er, f Ame r The ldteraryAVotidMarth 26, 1849. The aticlg was fést . ©
published inThe New York Tribunend was then picked up Bje Literary World Full erds descripti
cartoons for a group picture may nefe the genesiéuthors of the United Stateghich will be discussed in greater
length in Chapter 2.
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According to her biographers, Fuller instantly fell in love with Hicks upon their first
meeting in 1847 and this may in part account for her initial suppottéoartist. She
passionately pursued Hicks, yet he rejected her advances. Nevertheless, the two became and
remained close friends while the artist was abroad. Hicks painted Fuller d@isigdgie of
Rome in 1848 (fig. 28 In theportrait,Hicks depcted Fuller in Venice as opposed to Rome.
Shesitsonarich,redsetieee ar t he Got hi c PatacecFalldreveassfapurplee Do ge
dress and cream shawl. Her head tilts at a downwards angle to the left as she looks out of the
picture plane. Aose garden appears behind the writer at right, while gondolas can be seen in the
distance at left. A statue &fros of Centocell¢Vatican Museumsgan also be seen directly
behind her. Susan Cragg Ricci argued that the inclusion of Eros suggests@slle r o mant i c
involvement with Marchese Angelo Ossoli, a young Roman aristocrat. Although Fuller became
pregnant with Ossolids child, there is no evi
that the roses at F e Hackgraursd, siggestther enaonrder withh e ¢ o u p
Ossoli® However, Fullerdés morose demeanor counter
that the artist would paint her in such a manner if the portrait were to be one that resounded with
love. Therefore,itipossi bl e that Fullerds sullen express
t he art i &ula, ©Ossoliaandvtreit cBild tragically died on their return to America from
Europe when their ship wrecked off of Fire Island (near Long Island,Yelg) on July 19,

1850. Hickk e pt t he portrait and Full%rés letters u

8¥See Ricci 6s ®hetureyf ltalyn AméricankAgistsiamd the Italian Experience, 17804 ed.

Theodore Stebbins (Boston: Museum of FinesA1992),198-200.

% A few of the letters are located in the Boston Public Library and the Houghton Library at Harvard College. For

more on Fuller, Hicks, and their relationship, see Mason Wad@&hedW'ritings of Margaret FullefNew York:

The Viking Press, 1941); Robert N. Hudspeth, Hik Letters of Margaret Fullgithaca: Cornell University Press,

1983), esp. vol. 3and 4; Margaret FulérT hese Sad But Gl orious Day8®d: Dispat

(New Haven: Yale University Press, 199BEgll Gale ChevignyT he Woman and t he Myt h: Mar g
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When Hicks returned to the United States in the late summer of 1849, he was saddened to
| earn that he had mi ssed hbyfevedays.uThomas visiddva r d 0 s
with family in New York, who were somewhat dismayed at his bohemian appearance. His
cousin Caroline Hicks Seaman wrote to EIlizabe
when he left for Europe but wore a great dgalair about his face, which we very much
r e gr & tAdxious to get to work, Hicks sublet a studio space from Cropsey in the New York
Dispensary Building at the corner of White and Center Streets and began accepting portrait
commissions. The followingpsing, Hicks exhibited eight paintings at the 1850 NAD annual
exhibition. Included were three portraits, two of which were of an unidentified man and woman.
The third was a portrait of J. H. Johnson, M. D. (unlocated). The remaining five were genre and
|l andscape paintings the artist created in Ita
doubt the result of the artistds talent while
his success. Hicks soon found himself inundated withggbdommissions.The Home Journal
(New York) reported on December 21, 1850 that
We spent half an hour in his studio, a few days since, and were much pleased with the fruits of
his pencil. Among several recgndxecuted pictures, were a pair of portraits of that straight
|l aced sect, the Friends. What a change since
Quaker portrait woul ¥ Afpaxinatelponeyear laterrHaksi t y i nde

received his fist major commission, one that ostensibly launched his career as an important New

and Writings(Boston: Northeastern University Press, 1994); and Charles Cépaeyaret Fuller: An American
Romantic LifgOxford: Oxford University Press, 2007).

®1 Caroline Hicks Seamao Elizabeth Hicks, August 28, 1849, New York. Partial transcription by Alice Ford,
Newtown Historic Association.

2/ Ar t an drheAdorheiJsutn@New York), December 21, 1850.
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York portraitist ' that of former New York gove

Hamilton Fish.
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Chapter 3: Politicians

On December 22, 1850, theew York City Board of Aldermen voted unanimously to
honor outgoing governor Hamilton Fishwithafule ngt h portrait to be hur
Room of City Hall. The Board selected Thomas Hicks to paint the portrait and allotted six
hundred dollar$or the paintingand fram&. The Fi sh portrait was Hicks
commission in the city. Once selected, Hicks became a member of an elite brotherhood of artists
whose works adorned the government building. The collection also included works by John
Trumbull, John Vanderlyn, and Samuel F. B. Morse. The City Hall portrait collection was one
of the most prestigious public art galleries in nineteeethtury New York and the benefits of
being featured within the collection were immeasurable.

Firstt he recei pt of the commi ssion acknowl edg
with the renowned sitter brought him fame. Second, thdenith, lifesize format allowed a
painter to demonstrate his skill on a larger scale, particularly if he ysma#ited smaller
portraits or treated other subject matter such as landscapes and still lifes. Third, if the portrait
were publicly exhibited prior to entering the City Hall collection, an artist might receive critical
acclaim that could lead to subsegtieommissions. As a result, City Hall portraits were among
the most highly coveted commissions by nineteesifitury American artists.

Hi cksds receipt of the Fish portrait c¢ommi

established painter in MeYork City. Until 1851, Hicks was known mostly for his

SNew York City Hall, Comptr ol | erGoumcilrthe Baand of Aldein@rSwhs Firs:
the equivalent of New York Cityds City Council in the
no extant records at City Hall or the Municipal Archives that indicate how Hicks was selected othehairtists
were considered for the commission.
% See The Art Commission of the City of New Yo@atalogue of the Works of Art Belonging to the City of New
York( New York: The Gilliss Press, 1909) , locracy: d816Ni | I i am H
1 8 7 0 AndericeamPortraiture in the Grand Manner: 172@00(Los Angeles: Los Angeles County Museum of
Art, 1981), 2728.
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European genre paintings and smaller portraits of New Yorkers. The Fish portrait was his first
largescale painting of a famous American whose fame embodied the classical charactéristics
public service, civic virtue, and national glonA member of the Whig party, Fish was one of
New Yorkds most respected politicians. He be
Representatives in 1843 and was elected governor in 1849. After a single guisneain, he
served in the United States Senate (188%7), and as Secretary of State in the Grant
administration (18694 8 77) . Fi shds contemporaries characte
his convictions, considerate of the rights and opinionshadrst and described him as someone
whoiépossess[ed], in an eminent deaelucated, al |l t h
gentl ethané. o

In painting Governor Fish, Hicks utilized the grand manner portraituretagie
dominated American art at mizentury.®® Grand manner portraiture emphasized the expression
of the sitterdés character and commemor ated hi
beyond simple representation of the sitteros
Since the seventeenth century, European artists had used the grand manner for state portraits.
The stylebs adaptation by American artists su
Hi cksds portrait of Hamilton Fisachomplishments,ed t he
and inspired viewers through expression of his noble character.

At mid-century, political portraiture also served as campaign propagentids0, New

York art publisher W. H. Schaus sent Hicks to Springfield, lllinois to paint Rieaiun

% John S. Jenking,ives of the Governors of the State of New YAdburn, NY: Derby and Miller, 1851), 336.

Formad e on Fisho6s character, @loxzedingsefdhe Degislaturé of thk Stédetoht e Leg
New York in Memory of Hon. Hamilton Fighlbany: J. B. Lyon, 1894) and Allan Nevindamilton Fish: the Inner

History of the Grant AdministratiofNew York: Dodd, Mead, and Co., 1936).

% Gerdts, 50.
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presidential candidate Abraham Lincoln (180865). Schaus wanted an accurate likeness that
could be lithographed and disseminated to the public. As a result of the commission, Hicks
claimed to be the first artist to paint Lincoln from life. Whihe Lincoln portrait differs from
that of Fish since the former was intended for reproduction and dissemination, the two portraits
share a common goal in their successful expression of character.

Lincoln was notoriously ridiculed in the press for his sumi height, rural origins, and
homeliness. After his nomination at the Republican convention in Chicago, the demand for his
i mage increased substantially. Printmakers a
a new picture that emphasized lsharacter over the recording of his precise likeness. This
i mage essentially served as Lincolnbés surroga
Therefore, Hicksds commi ssion derived from th
of the Republican candidate. The Lincoln commission also demonstrates the increasing
i mportance of images in the publicds percept.i

This chapter explores the dvual -cenunyclt i ons o
examinethe Hamilton Fish portrait as a representation of classical fame and consider it in respect
to the public perception of the Governor. | consider the painting within the context of the grand
manner tradition and compare it to other City Hall portraithsua s John Trumbul | 6s
Al exander Hamilton and John Vanderlyndés portr
Lincoln portrait for its function as campaign propaganda. | consider the image in relation to
photography and compare ittotkos of Hi cksds contemporaries. I
painting with another portrait Hicks painted of Lincoln in 1862. In conclusion, | suggest that the
Lincoln portraits can be considered as hybrids of both classical fame and celebrity. This

discussiorserves as a foil against which changing definitions of celebrity and fame will be
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explored in subsequent chapters.
Hamilton Fish

Hi c kaertéas of Hamilton Fish is a fullength, lifesize painting of thgovernor in his
office (fig. 24). He wears a btk suit with a white shirt, black cravat, and dark green overcoat.
His walking cane, top hat, and another overcoat or cape appear on the chair behind him with a
rolled document on its seat. Fish has brown hair, a brown chin strap beard, brown eyesy and r
cheeks. Hicks modeled his features through subtle coloring and the modulation of light and
shadow. For example, light enters the painting from the left and illuminates the right side and
front of Fishodos face. Hia&rkd dorgmdrn g hdfe dFit hhed s
delicate strokes of white paint. Fi shds fore
emphasize his intellect. Close examination of the face reveals a thin line that extends from the
top right si dedownhis face ant dcoss the upmeihaeea of his beard. The line
seems to disappear as it extends up the shadowed side of his face. While Hicks tried to cover the
l ine with the beard; it is still wviTmi bl e and
presence of the underdrawing seemingly sugges
techniques.

I n the portrait, Hi cks suggests fortitude
perfect posture; his body angles to the right whédurns his head slightly to the left and looks
pastthe viewerFi shés | eft arm is akimbo, a traditiong:
However, instead of painting Fishoés hand open
within which the governor clutches a pair of gloves. Because he holds the gloves and is still

wearing his overcoat, it appears that Fish has just entered his office.
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Hi cks emphasized Fishoés | eft arm by il | umi
gover norAss abadckys.ult, the viewerodos attention 1is
Fishds right hand touches a folded paper and
partially covers the desk in front taf hi m. H
downward angle, so that it appears as if the Governor is pushing the documents towards the
Vi ewer . Well worn books and pamphlets are st
| andscape painting and Houdo agpearjysthehind theidésk b u s t
and a sculpture medallion of the 1850%New Yor

The paintingis@ or t r ai twherétlhesitiea apears in his daily surroundings
with objects that symbolize his occupatem d st at us. Here, all the o
occupation as governor, his education, his status as a gentleman, and his patronage of art. The
inclusion of the Homestead Exemption Act, which prevented the seizure of a homestead against
debt, acknowld ges Fi shoés si gni n ¢®Theflandscape painéng dorstdinaa i o n
homestead, which also alludes to the Act. Th
knowledge of the fine arts and his role as a collector and patron. The Govesnpanveularly
fond of sculpture and owned a c &Hickswdslikely udon d

aware of Fishdés patronage as the governor had

"In the seal as depicted by Hicks, Liberty stands to the left of the shield with Justice seated at the right side. In a
sculpture medallion of the seal at the State Capitol building, the image isegvdt is unknown which artist had

the orientation correct. The seal was slightly altered in 1882 whereby Justice and Liberty both stand and the eagle
appears atop the globe with spread wi ngNewYorkBigt®y Joseph
29, no. 1 (January 1948): 64.

%®Ali son D. Morantz, fAThereds No Place Like Home: Homes:
in NineteentikCe nt ur y lLamand Histay, Revie®4, no. 2 (Summer 2006): 2495.

“Fi s h o sion maubled eighteen marbles by Erastus Dow Palmer, Hiram Powers, and Thomas Crawford. See
John K. Howat, fAPrivate Col | ec tAoansthabBmpire BitytNew York,Spi r i t :
18251861,ed. Catherine Hoover Voorsanger and JbhHowat (New Haven: Yale University Press, 2083)108

and Thayer Toll es, iModeling a Reputation: The America
Howat,Art and the Empire City: New York, 18286,135167.
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and colleague, Thomas Crawford. Furthermore, inclusf Washington implies a relationship
between the Founding Father and the Governor. Audiences probably drew connections between
Washingtondos | eadership and that of Fishos.
past, while Fish, awashimgliht , acts in the present to preser

Like the Homestead Act and the painting and sculptures, the books and pamphlets also
reference FishOGs occupati on NaunatHistony of dlewtYorlo n . T
appear underneathe desk in the lower left corner of the canvas. While their placement implies
that they are not used regularly, their inclu
the realm of politics and law. Ebenezer Emmons (I/&88), author of the aguttural volume
of theNatural History of New Yorlkdedicated the text to Fish in appreciation of his efforts to
advance the sciences and agricultural studies while in office. The Governor further supported
the disciplines by suggesting in his 1849 mess$adke legislature that the state appropriate
funds for the establishment of a state agricultural school. He argued that if farmers had access to
higher education in agriculture, New York State could become morseigétfient and further
its developmenof natural resource§’ Theoretically, an increase in production and commerce
would foll ow. Fi shds dedication to improving
public support.

Fish alscencouraged the increase of humanitarian institutibtespromoted public
education by signing legislation that permanently established normal schools in Albany and
urged the legislature to establish free schools throughout the state. While in office, Fish

successfully reformed tax and criminal codes. Quoptarary newspapers praised him in

199 Charles Z. Lincoln, edStateof New York: Messages fraime GovernorgAlbany: J. B. Lyon Co., 1909), 4:
431-433 andDonaldB . Marti, iThe Purposes of Agricultural Educat
18191 8 6 Bgriaultural History45, no. 4 (October 1971): 27283.
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particular for his abolitionist viewpoint. For example, in his message to the legislature in 1850,
Fish spoke in support of the Wilmot Proviso, which forbade slavery in any territories acquired
during the Mexican War. Hemphatically stated that the people of New York recognized the

moral principle driving the opposition to slavery, and argued that this overrode any political or
territorial gain. His alignment of New Yorkers with the noble cause of freedom endear¢al Fish
the stateds ci ti ze n-warkingdovesidr whe aasd maticuloasdiitentiant e d |,
to detail. Hi cks very subtly depicted these

Close examination of the richly colored rose patterned tagpeals that the artist drew
horizontal striations in order to imitate the weft of the textile. Spots within the floor appear to be
worn, as indicated by the change in color pattern. In the lower right corner of the canvas, the
striations become morevieent and a cream color is visible underneath the green foliage. The
carpet is most obviously threadbare and worn
continuation of the rose pattern, Hicks painted in a neutral hue, emphasized thetdlorizon
striations, and spotted the area with green weft. The rendering of the area is a bit unnatural since
it appears as if Hicks drew out the space and then filled it with color. Nevertheless, the
implication is that the Governor spends a tremendous anebtime behind his desk working
for the people of New York.

Hicks also painted a halfill wastepaper basket underneath the desk which connotes
Fishds work ethic. T h ewas moeel far sliecentury poftraitare, wa st e p
since it washot yet a common household object. Paper was still expensive-aentigty and to
possess a trashcan intimated wealth: one who threw away paper was a person of means. In fact,

its presence purportedly marks the first time a wastepaper basket wasdhiciahy American
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portrait'® More importantly, the wastepaper basket and the papers within it indicate that this is

a working office.
Throughout the portrait, Hicks paid close attention to detail and rendered objects with

careful precision. The artiktyered paint to create the furled pages and textured surface of the

book bindings to create the appearance of frequent use. In paintiNgttival History of New

Yorkvolumes, Hicks copied the spines from the actual books to ensure act@raieyutilized

pure color to build form and as a result, the materials within the painting possess a tactile quality.

For example, the wood on the chair and desk are colored in a rich brown and appear to be

smooth to the touch. Hicks created this effect througkfegbmodeling of the decorative details,

light, shadow, and color. Likewise, the rich red color of the chair cushion coupled with

modeling of | ight and shadow intimate the mat
Overall, the portrait dneEnrope setvedaimevel. Ther at t h

awkward representation of the body present in the AARFAC and NPG Edward Hicks portraits

has given way to the careful rendering of human form. Hicks gained a tighter control of his

brush, as the painting lacks the sketchsnafsthe Edward Hicks portrait€Contemporary critics

especially lauded the artist for his efforts in coloring and his attention to detail. However, Hicks

was criticized for his rendering of Fishoés cl
Before the Fish portrait officially enterglde City Hall collection, Hicks submitted the

painting to the National Academy of Designos

191 Harold L. PetersonAmericans at Home: From the Colonists to the Late Victor{aresv York: Charles
Schribnerdéds Sons, 1971), plate 98 and Gerdts, 51.
92| am indebted to Davin Peterson, the Office Automation Assistant in the Science, Technology and Business
Division at the Library of Congress. Mr. Peterson scanned and emailed an image of the spiagicflalistory

of New Yorkvolume which demonstrated Hicks copied the actual books. | am also grateful to Constance Carter, the
Head of Science referencethé Library of Congress, who directed me to the New York State Library for a

complete set of the series.
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York newspapeThe EvenindPoststated that:

Hi cksds portrait of Gover noanbefinestianthes a spl

accessories, which are admirably disposed, and painted with a Venetian richness of

coloring. We do not quite like the face as a likeness, and to the drapery, we have the

objection to make, that it is too real, that it reminds @oeforcibly of the essential

deformity of modern costume. The sleek egeat and pantaloons are very good as

exact and faithful representations of an overcoat and a pair of pantaloons just from the

tailoroés, but their tafoatalbokatthest®t hat t hey for
While the critic clearly had problems with <co
clothing could have fallen more naturally on the body and appeared softer. However, the
formality of the clothing is appropriate for afficial government portrait®* While it is not
entirely clear as to why this particulTher crit
American Whig Revieprovides insight into the issue.

In its review of the NAD exhibitionThe Americatwwhig Review auded Hi cksds p
of their partyds governor. The critic stated
portraitist among New York artists. I n regar

itis no improprietytosaytha [ Fi shdés] wupright and manly f:

altogether fill the ideal that an artist might desire for the hero of his pencil. We cannot

say of our own knowledge how far Mr. Hicks meets the requirements of a faithful

likeness, though in this rpect the report of others who know Gov. Fish well is altogether

satisfactory; but the far more difficult requirement of an artistic and powerful picture he

has certainly met with originality, beauty, and character, that give the work a very high

value hdependent of its merely personal inter&%t.

In other words, the critic explains that while the portrait is a faithful likeness of Fish, Hicks

might have imbued the Governor with a greater sense of heroism. More importantly, the critique

A The Exhibiti ofhe&vening RogiNed ¥aak) Apmiyl6, BB52.

YToday, the portrait is locatayor nBltdhhembidnudad penf Oi e he
typically not allowed into the Mayords office to view
Butler, Special Projects Manager of the Design Commission of the City of New York, for allowing me time

examine the portrait. I did not i mmediately notice an

seems that the authordés criticism may have had more to
fashion.
%A The Ameo btk aaThsAnreticandWhig Reviel®, no. 192 (August 1852): 145.
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indicatesthatpr t of the portraitodés success came from
character. BotfThe Evening PostndThe American Whig Reviemitiques were echoed in
another review that appearedlihe Homelournd (New York), whose critic called the Fish
por trait Athe most -liempgrtehs spiowet roafi tasl Ii nt hteh ef uplrlie s
the critic agreed with thBostregarding to the rendering of the clothifigpe Home Journal
argued that HicksOs pr esenisticwalrakdtidithimonstr at ed
technique had improved substantially over the last year. The critic further stated:
The earliest specimens of |[Hicksds] genius
he must have arrived at by intuitioand from whit he ought never to depart. In the
picture we are noticing, there is a prodigious display of contempt for the littleness of
manner which marks the fekngthsi n t he Governordéds room in t
massive character of the accessoriése abardonwith which the few masterly strokes
of the pencil seemed to have reveled in, indicate a great capacity for the highest branch of
art!%®
This critique makes two i mportant points: it
he possessed theibity to surpass his contemporaries in terms of style. It also distinguishes the
Fish portrait from others within the City Hall collectiomhe Home Journadritic was likely

referencingdHenry Peters Grayods po(ld9andiamsoA Governor

Whitehorneoés portr ai(48d% Governor Silas Wrigh

Al'l t hr ee gover teogthslii@ size paintingsandtinsludavareousf u | |
objects. For example, Whitehornebs portrait
writingimp | e ment s . By contrast, Graybés portrait o

in the lower right corner, which are almost swallowed by a billowing red curtain. Gray

awkwardly organized his composition, since the classical columns and draperpseem

%% Fi ne ThemMon® JourngNew York), May 22, 1852.
197 For images of the Young and Wright, see the website for the Art Commission of the City of New York:
http://www.nyc.gov/html/artcom/html/portrait/gallery.shtml
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overpower the subject. Whitehorne balanced his composition, yet the drapery appears stiff and
unrealistic. The American Whig Reviewo mp | i ment ed Hi cks6s omission
explaining that its inclusion was unsuited for the subject and wave fuined the composition.

In addition, both Gray and Whitehorne seemed to have had difficulties rendering the figure. For
example, Governor Youngb6s pose is difficult t
Youngo6s bl ack edauitain behindchimt Iha¢so ap@earkas if he is unnaturally

thrusting his hip to the left. The figure of Governor Wright is stiff, unnatural, and

di sproportionate. For example, Whitehorne re
naive manne Instead of modeling form, he painted the Governor in a linear fashion. Overall,

the portraits of Governors Young and Wright lack the immediacy and character present in the

Fish portrait. Hicks also isolated Fish within a larger space, resulting figtine standing out

more i mpressively from the environment. Fi sh
reckoned with, while those of Young and Wright suggest a weaker disposition.

Al'l of Hicksds criti c olor]l Bougeodtthe poeraitaHicksi st f
utilized pure, bold color to render Fishos cl
blue pamphlet, the white of the papers, and the grey wall, the rest of the portrait is painted in
rich, warm hues afed, green, and brownhe American Whig Reviewo mp | i ment ed Hi c Kk
coloring, stating that fAthe absolute purity a
are the unadulterated pigments, and once lain on, have evidently not been touahedlzgai
with the great fr eshnedamdisamedecretiofdhe incommany of Mr

power of H®fs coloring. o

35 The American School of Art, 0145.
56



The Tradition of Grand Manner Portraiture
Hi cksds painting of Hamilton Fish foll ows
portraiture. The term Agrand mBiscaueseson Aytr i gi n a
a series of lectures he delivered at the Royal Academy in London from 1771 t§1790.
Reynolds explained that if an artist wished to paint effectively in thiedgmanner style, then he
must study examples from the antique, the Renaissance, and nature. However, nature should not
be slavishly copied. Painters should seek to improve their composition through invention and
Imagination®*°
In hisDiscoursesReynolds taught the hierarchy of subject matter in painting, whereby
history painting occupied the highest level in the hierarchy and was followed by portraiture,
genre painting, landscape, animal painting, and still life. Reynolds explained that a portrait
painter could elevate his subject by applying elements of history paiftitigr example,
Reynolds utilized the grand manner style in his allegorical po8ea#h Siddons as the Tragic
Muse In depicting Siddons in the guise of a muse, Reynolds bdlignet he raised the portrait
beyond mere likeness by drawing from Renaissance precedents and elevating his sitter through
the depiction of her tragic nobility.
Hicks | i kely became familiar with Reynol ds

during hs study at the NAD inthe early 1840s.n  a revi ew of the NADOGOsSs s

199 nitially, grand manner characterized history paintings that represented heroic or noble actions. Subject matt
derived from history, mythology, religion, or literature and typically carried a universal message that inspired or
taught viewers moral lessons.
MReynolds cited Ra pThaMracilaus Rraught obtberFishgss1s 16&6h Vicsosa and
Albert Museum), as prime examples of the grand manner. He explained that Raphael imbued the figures with
nobleness and emphasized their heroic qualities. See Sir Joshua Rdiscluis;ses on Arted. Robert R. Wark
(New Haven: Yale University Press, 7)), 434 2 , and see Wayne Craven, i-he Gr an
Century American Painting: Borrowi ng fThedmericamArti qui ty, t
Journall11, no. 2 (April 1979): 25.
11 A grand manner portrait is also refertedas a historical portrait.
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exhibition, Daniel Fanshaw named the hierarchy with examples of corresponding types of

paintings. F a n sShrahvBiddonssag tleed radgicdViyese an lexairaple ©he
historical portrait’?Hi cks al so became familiar with Reyno
Londonds National Gallery in 1846. However,

grand manner style that Reynolds applied to portraits of European royahyas in the painting
of William Augustus, Duke of Cumberland. (1765, The Duke of Devonshire and the
Chatsworth Settlement Trust¢ewhich exemplifies the eighteertientury state portrait. In the
painting, Augustus appears in the robes of the OriigrecGarter, an award that acknowledged
service to the United Kingdom. He wears an extravagant costume and stands in front of a
billowing Baroque curtain that is drawn to reveal a landscape in the background. A British
adaptati on of HwnchBarogue poetraitof King LwowisoXsV (101 eLouvre),
the Iimage possesses the grandeur associated w
legitimacy as a member of the royal family.

One difficulty American artists faced when applying the gnawachner style was how to
depict American dignitaries without alluding to aristocracy. As Deborah Bershad Addeo
explains, the fear was that a portrait laced with trappings of power might suggest monarchial
ambition as opposed to republican valli€sThe parons wanted to honor national heroes, not
create American kings. The New York City Hall portrait commissions gave American artists an
opportunity to address this challenge and establish an art that represented the new nation. In the
first quarter of thenineteenth century, John Trumbull and John Vanderlyn were able to

successfully fuse the European grand manner style with American pragmatism in their portraits

"Daniel Fanshaw, fAThe Exhibiti on ThefUnitehStatedReviswanda | Acade
Literary Gazette? (July 1827), 244, quoted in Gerdts, 28.

"pDeborah Bershad Addeo, fThectioNd%018®Br0l CiPthyD Had Isls . P o rTthrea
University of New York, 2005), 77.
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of Alexander Hamilton and James Monroe for City Hall. Hicks was certainly familiar with and
was likely inspired by paintings such as these when he began his portrait of Fish.

In the fall of 1804, City Hall commissioned Trumbull to paarportrait of Hamilton
(fig. 25) shortly after the statesman was killed by Aaron Btitrin the portrait, Henilton, who
was considered to be a national martyr by the American public, makes an oratorical gesture and
stands in front of classical columns and a curtain backdrop. The composition not only recalls
Reynol dsdés portraits e@frtEldIluiash 6rsoy a&Intow,neldu th L
of George Washington (178d)g. 26) . I n Stuartds painting, Wash
pose and stands among accoutrements that refer to his role as Father of the Country. The
ornately gilded chair anble coupled with the rich red curtains and chair cushion suggest the
|l avi shness associated with European state por
portrait, since he was a student of Standsart 6s.
next to objects that represent his authorship of the Federalist papers and acknowledge his role as

statesman®® However, Trumbull 6s portrait contrasts t

114 The Hamilton portrait was one of twelve Trumbull painted for City Hall. Addeo argues convincingly that

Trumbull 6s portraits should be toeypanirgnaadambitions toicreatetahe | ar
national art. For a lengthier discussion of the Hamil"
153.

Y5 omit a lengthier discussion of the it emmissionbped port

Philadelphia merchant William Bingham and his wife, Ann Willing Bingham. The painting was a gift for William

Petty, first marquis of Lansdowne, one of the few outspoken British supporters of American independence. The
fiLansdo wait e étrikipgby different from other fullength depictions of Washington, such as Charles

Wi | | s o nGeérgeaVlashifgson at Princetéh779, The Pennsylvania Academy of the Fine Arts), where
Washington appears as Revokot ponarwigensrahdoubhediiian
Washington as monarch. However, Marvin Sadik argues that it is an appropriate depiction for the intended British
audience. Sadik explains that the portrait made the right statement about Washington irfithtah e r ebel gener
had wrestled independence from Great Britain, was now the first president of the United States, and it was necessary

t hat he be i mbued with a dignity equal to that :of Geor
17761 8 1 2 AmdericamPortraiture in the Grand Manner: 172900(Los Angeles: Los Angeles County

Museum of Art, 1981), 22 8 . For more on Stuartds fALansdowned portr
Dorinda EvansThe Genius of Gilbert StuaifPrinceton: Princeton University Press, 1999},780and Carrie

Rebora Barrett and Ellen G. MileSjlbert Stuart(New Haven: Yale University Press, 2004), 1238.
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because it lacks the ostentation of royal portraits. Thimied par tly t o Tr umbul
subdued color and his emphasis on Hamiltonods
the grandeur associated with grand manner portraiture while avoiding an association with
monarchy.

Similar to Trumbull, Johvanderlyn depicted President James Monroe as a working
politician in his contribution to the City Hall pwait collection (1822) (fig27). In the painting,
Vanderlyn used the same compositional formula as in the Reynolds, Stuart, and Trumbull
portraits. Monroe appears with a gold and red chair on his left; documents, books, and writing
i mpl ements appear on a table to his right.
President, especially his acquisition of Florida in 1819. For instanaerdd places his right
hand on an unrolled map of Florida that appears on the table next to him. Although Trumbull
incorporates the red and gold in the chair and curtain sliver on the left, he subdues their effect by
balancing the warm colors with the ¢gpeen tablecloth and blue carpet. As a result, the
painting possesses the formality of a state portrait without evoking notions of royalty.

Like his predecessors, Hicks successfully conveyed the dignity of his sitter without
alluding to aristocracyThe placement of Fish in his office implies a specific work ethic absent
from European grand manner portraits. Here was an individual who earned fame through hard

work and virtue. The grand manner portrait style was ideal for depicting American degitari

because it all owed viewers to become familiar

accomplishments. The New York City Hall portraits epitomized classical fame as defined by
Braudy because they depicted men who were famous for their geblice and their virtue in

the quest for national glory. As the seat of political power in New York, City Hall was the ideal
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location for a collection of portraits of famous politicians.
The City Hall Portrait Collection and Political Fame

New York Ciy Hall housed one of the first public art collections in the United States.
Established in 1790, the portrait collection
done honor and s é%TheBoard of AldermenrseleCtedbattt lacalianod
national heroes whose deeds affected the community and the nation positively. Sitters include
New York State governors, New York City mayors, generals, military heroes, presidents, and
foreign dignitaries painted by renowned American artists such asbliljidanderlyn, Sully,
and Morse.

One of the most significant aspects of the New York City Hall portrait collection was its
conscious effort to establish the city as the leader of the arts in the United States. Addeo
explains that the collectionbegh t he same year the nationbs cap
to Philadelphia. This was a devastating loss to New Yorkers who counted on the political and
financi al benefits of being the nationds capi
City would no longer be a political center, their national importance must come from other
sources’ Thus, the municipal government began to create an art collection that demonstrated
the citybébs wealth and honored famous Ameri can

Certainly, other cies started portrait collections at approximately the same time as New

Yor k. The best knowrmpublicgalleG/lofRevolaisnaryielodssmon Pe al

18 Minutes of the Common Council of the City of New York, 1834, vol. XIV, 38-9, quotedn Addeo, 1. This
overview of the City Hall Portrait Collection draws | a
17 bid., 45. Addeo also points out that the desire to establish New York City as a leader in the arts coincided with
the establishment of the Amieain Academy of the Fine Arts in 1802, which was arguably the first important art
school in the United States. For more on the American Academy of the Fine Arts, see AddElg aaa Lillian
B. Miller, Patrons and Patriotism: The Encouragement of theeFArts in the United States, 178860(Chicago:
The University of Chicago Press, 1966); BUP.
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Philadelphia.As Davi d C. Ward demonstrated, Peal eds ¢
culture by providing audiences with a history lesson on the early Republic. The portraits enabled
visitors to recognize virtuous and moral men who placed their country before themselves: John
Adams (c. 17941794, Independence National Historic Park Gait), Benjamin Franklin
(1785, Pennsylvania Academy of the Fine Arts), and Alexander Hamilton-(172%)
Independence National Historic Parkj.

Peal ebs portrait collection contrasted wit
First, the Philadlphia portraits were buste ngt h pai nti ngs r4engther t han
works. Painted in the grand manner style, the portraits gave City Hall a grandeur not associated
with Independence Hall in Philadelphia where Peale exhibited his paintingsnds¢he gallery
of Revolutionary heroes was the result of a private individual making his collection public,
whereas the New York City Hall collection originated from a municipal body that commissioned
portraitsfor the publict*®

More importantly, and deo expl ains, New York City Hal/l
unique because was generated by politicians who used public funds on behalf of the
community™?® The collection also represented what the city council believed to be appropriate
publicart. Theprtraits were displayed in the Governol

and was also a reception room for national and foreign leadwey visited City Hall (fig. 2B

Upon entering the Governords Room abs bBeroag,

18 pavid C. Ward Charles Willson Peale: Art and Selfhood in the Early RepBlérkeley: University of
California Press, 200482-90. For images, also sé&ard.
19Addeo, 12.Phi |l adel phia did not purFormars e pdtteiacbllections dpringther ai t s

Feder al period, see Brandon Brame Fortune, APortraits
Portraiture in the EaylAmerican Republic, 1780 8 20060 ( PhD diss., The University o
Hill, 1987).
2 pid., 4.
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audiences became familiar with the | uminaries
sitterso deeds that benefited nation and comm
added to the collection, it joined a group of paigsithat related the history of the nation
through its most important and most famous politicians.

The positive reception of Hicksobés Fish por
portrait painter in New York City and led to several more largeegmartrait commissions. For
example, City Hall commissioned three more portraits from Hicks over the course of the next
twenty yearsGovernorJohn Alsop King (1860) (fig. 29Mayor Daniel F. Tiemann (1860)
(fig. 30), and Mayor Chrles G. Gunther (187 2fig. 31). While the paintings are of the same
general type as the Fish portrait, the Tiemann and Gunther portraits are smaller than those of
Fish and King because the fldingth format was reserved for governors, while mayors were
allotted the haHength size. At about the same time that Hicks received the Fish commission, he
also painted a fullength portrait of James A. Van Dyke, former president of the Detroit Fire
Department and former mayor DBetroit, Michigan (cat. no. 253 At present, its unclear how
the City of Detroit selected Hicks, but it 1is
and further de mo rprmati@a preomsto hisheturn tamtEurepead studyswag f
successfuf? Hi c k s s mo st abporyait commiss@mcamepnd 86D, theo he
painted Republican presidential candidate Abraham Lincoln. This political portrait contrasts
with the Fish commission because it served as propaganda for the presidential campaign instead

of commemorating Linda and his accomplishments.

YAnother example of Hickséds grand manner portraits is
of New York City. See cat. n@54.
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The Lincoln Portraits

In the summer of 1860, New York publisher W. H. Schaus and Company sent Hicks to
Springfield, lllinois to paint Lincoln fsm life (June 13, 1860) (fig. 330 that a lithograph could
be made after thportrait. The day after Hicks received the commission, he visited the offices of
theNew York Tribunéo meet with Horace Greeley, who had just returned from the Chicago
Republican convention. While at thielbune Hicks acquired a letter of introductiém present
to Lincolndés | aw part fAgol),fromhislfriend anderdltl. Her ndon
journalist, Charles A. Dana (18119897). On June 8, 1860, the artist left New York and reached
Springfield three days latéf* Sittings lasted from eight umhtiine in the morning with Hicks
working throughout the day when Lincoln was not otherwise engaged. Lincoln told Hicks that
this was the first time he had ever sat for a portfaburing the sittings, the future president

took great | mdcesyaadthe twio mentdécasibnally discyssed the art of

2The dates for Hicksds departure and arrival-7T@lerive fr
(Private Collection). Hicks recounted his experience in painting Lincoln in an essay publi§tesdiiiscences of

Abraham Lincoln by Bitinguished Men of His Timed. Allen Thorndike Rice (New York: American Publishing

Company, 1886), 59807. Hicks related several anecdotes about visitors and conversations the artist had with the

future president. One of the most amusing involveddihcn 6s son Tad and one of his co

Hicks, Tad and his friend very quietly entered the roo
squeezed red, blue, and yellow paint onto their hands and then smeared it orsthéliokd claimed that he saw

what the children were up to, yet opted to enjoy watch
effort in brilliant wall decoration. o Lingimgl n respond
AfBoys! Boys! You musnét meddle with Mr. Hicksbés paints

While it is difficult to imagine an artist would allow children to waste expensive materials in such a fashion, the

story as told by Hicks suggts that the artist and the future president shared an intimate familial moment which
demonstrated both menés congeni al natur e. Hicks also r
he stated two men tried to take the painting becauseth@a nt ed At o have some fun with
locked away and prevented the men from absconding with it.

123 Hicks, 596. This fact is in dispute as Philip O. Jenkins, an lllinois physician and amateur artist, painted a portrait

of Lincoln that is signed and dated 1856. The Jenkins portrait discovery was published in an article that appeared in
American Heritagenagazine in 1990. However, | could not find any scholarly literature that authenticated or

mentioned the Jenkins portrait. Semméas L. Swanson and Ll oyd AQaritaendor f, ALI
Heritage(March 1990): 9297.
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painting™®* Hicks completed the portrait within two days.

Hi cksds painting of Lincol n befrehegrewghise bec a
beard. Here, the viewer is presented with alyiol Lincoln whose face has not yet been
ravaged by the emotional toll of the Civil War. The painting is a bust length;dbester
profile portrait of the candidate. Lincoln wears a black suit with a white shirt and black cravat.
He appears in frordf a bluegreen background and looks to the right. Light enters the painting
from the | eft side, il luminating Lincolnds f a
especially bright in comparison to the rest of his face. For example, Hicks paintedd.l n 6 s
forehead in light shades of cream while building the form of his cheekbone and nose with darker
shades of pink. Lincolnés congeni al expressi
individual. His tousled and unkempt hair suggests the futustdenmt is not overly concerned
about outward appearance.

As Harold Hol zer noted, Hi cksds portrait b
He s | er 4895)phbtBgeaph of Lincoltaken on June 3, 1860 (fig.)33 Hi cksds por
al so r e c d85I photograph bf &imcolrs(fig. 34which Holzer does not mention.

Hol zer argues that Hicksds portrait nfitwas not

o
(7]
>

truthfully an example of O0the fine artso

124 Upon the completion of an initial charcoal sketch, Lincoln noted that he recognized his likeness. As Hicks
painted, Lincol n st avibgaddirfgiatouch herte and & teuchsthem,eyoutmeake i leok maneo

i ke me. I do not wunderstand it but | see it is a vo
reason why painting is caldrded,nefilofonche rfdande arbsaokd wt
of some I talian painters and their work in the fifteen

have had a great talent for the wor kthetfilstedipcolnsstolartoo do . 0
describe Hicksds r emini s ThatihincelsImage: Abrabama.incolo and thedPopulire p or t
Print( New Yor k: Charl es @ rOn page4B, dlazerpublisised a phdaogrdph of a e he

identified as Hicks. The man is actually Charles A. Dana. The cropped photograph derived from a larger image in
which Hicks appears to Danaodéds right with journalist Ge
located in the Illinois Statdi st or i c al Library. Mat hew Bradydés Studio
the original has yet to surface.
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photograph. Holzer also states that Hicks defied the purpose of the commission since the
publisher wanted a new image of Lincoln that was not taken from a photdgtagbwever,

Hol zer fails to acknowl edge t hslerphétogaghsAds port
comparison of the two images reveals that Hicks idealized the presidential candidate in his

portrait.

For example, Hicks reduced the size of Lin
skin to give it a more youthful appearance.eBhghtly unkempt hair in the Hicks portrait
contrasts with Lincolnds combed hair in the 1
presidenti al candi dateds square jaw | ine, but
also slightly alteredh the portrait, as the ends stick out from the knot, whereas they are neatly
tucked away in the 1860 photograph. Faler t her m
signs of copying a painting from a photograph, a talent for which the artisthoas since
about 1855. In these images, such as his portrait of Elisha Kent Kane (1857) (fig. 94), the
likeness of the sitter is a careful copy of the photograph, which is not the ca$® here.

Primary documents also record Hicks painting the porttaitn c ol ndés c¢cl ose f r i
H. Browning (18061881), was present at the sittings and on June 12, 1860 wrote:

Fine day. After breakfast called to see Hon. Abraham Lincoln at his room in the State

House. He was very glad to see me, and received thegraat cordiality. | found Mr.

Hicks, an artist of New York, painting a portrait to be lithographed in Boston, and at the

request of himself and Mr. Lincoln, | remained and talked to Lincoln whilst Mr. Hicks

worked upon the picture. In the afterndaralled and did the same thing, and promised

to call again temorrow, as Mr. Hicks says he greatly prefers to have some friend present
whilst he is at work. The picture promises to be a very finedne.

125 Holzer, 46.
%Hicksds use of photography is discussed in more detai
127 Theodore CPeasand Jas. G. Rantilzeds. The Diary Orville Hickman Brownin@Springfield Trustees of the
lllinois State Historical Library, 1925415.
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Holzer also fails to consider the possibilibat Hicksdid notwor k fr om Hesl|l er 6s pt
Hicks and Hesler met Lincoln within eleven days of one another, and it does not seem unusual

that Lincoln looked about the same when he met with the respective artists. Regardless of

whether Hicks utilized he Hesl er photograph, the | arger er
artistinfactdidf ul f i I I the publishero6és wishes in creat
candidate.

Pictures of Lincoln flooded the marketplace as soon as he acceetRépublican
nomination on May 2, 1860. The first woodcuts appeared in illustrated newspapers and
campaign posters. These were made afeesH er 6 s 1857 YyahdoMatheywr ap h ( f i ¢
Bradyodos photograph taken on FonlgaveihesispeecRatthe 186 0
CooperUnion in New York City (fig. 3637). Typical of the period, Lincoln did little personal
campaigning after his nomination; images therefore served as surrogates at rallies, parades, and
political clubs*?® As aresult,thele mand f or Lincolnés |ikeness ir
Printmakers, photographers, and painters responded accortfhgly.

The press frequently lampooned Lincoln for his unusual height, his ugliness, and his
frontier roots. For example, J. Sage & SonBufffalo, New York published a print in which
Lincoln appears in a fooaice with Stephen Douglas (fig8) . I n the print, Lin

triple that of his opponentds and he towers o

towards the U. S. Caipi building and approach a rail fence. The fence, as well as the rail

Harold Holzer, #AThe Li nc olincolnan&everorkedidatokl Holzer (Lrelom: Yo r k, ©
Philip Wilson Publishers, td., 2009): 129.

12 Classified adsitia r p e r 6 stestfyetcethe linergase in demand. For instance, Derby and Jackson Publishers
(New York) ran an ad that stated AAN ARMY OF AGENTS WA
HON. ABRAHAM LINCOLN.WITH A PORTRAI T ON STEEL By D. W. Bartlett
the July 7, 1860 issue, Garrison & Co (Chicago) ran an
different size Portrait of Abraham Lincoln, from 25 cents to $1.00. Alsoeli of Li ncol n and Hamlin
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splitter maul in Lincol nos -dplger.dlihe pregeiceafan t o L
African-Amer i can man stuck in the fence ewsking for
question raised during the campaign.
Regarding | ooks, the future president did
photographer described him. According to his biographers, Lincoln liked to pull a jackknife
from his pocket and tell the followirgory:
| was once accostedéby a stranger who said
possession which belongs to you. o0 AHow i s
stranger took a jackknife f r planediinimghapdsc k et .
some years ago, with the injunction that | was to keep it until | found augigm than
myself. Allow menowto say, sir, that I thinkouar e fairly entf%tled to
Printmakers and Lincoln supporters realized it wexessary to produce an image of the
candidate that was appealing to American audiences. After all, it was unlikely that Americans
would want to hang a print of an ugly, freakishly tall backwoodsman in their parlors. Thus, after
his nomination, printmaksrsent artists and photographers by the droves to Springfield to
capture an fiaccurateo |li keness of Lincoln.
When Hicks completed the portrait, Lincoln was reportedly pleased with the results. He
said it wild@l gi ve t he wl baptlh@aneamhd, irficehokla st a ¢
look in my office. | think that picture has a somewhat pleasanter expression than | usually have,
but that, perhaps, Iis not an objection.o Ma r
Lincoln. It is exactlyike him, and his friends in New York will see him as he looks here at

home. How | wish | c o u'f dicks makes noother referencent@a v e  a

creating a copy for Mrs. Lincoln; however, he may have painted atomeiafter the portrai

130 Quoted in Philip B. Kunhardt, Jr., et hincoln: An lllustrated BiographyNew York: Gramercy Books, 1992),
8.
131 Both Lincoln and his wife are quoted in Hicks, 602.
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(fig. 39). Created with a flurry of tiny brushstrokes, the portrait is perhaps the sole extant
example of a Hicks miniature. Close examination suggests that the artist made a preliminary
sketch before applying paint. For example, dark, sketchy lneegsible beneath the cream and
pink colors of the fac&” While it is not certain when or for whom the miniature was created,
the portrait suggests an intimacy between the sitter and owner because it was an object that could
be held in the hand or pinnéala lapel.

Before Hicks left for New York, O. H. Browning provided the artist with a letter that
testified to the | arger portraitbébs accuracy.

| have carefully examined the portrait of Hon. A. Lincoln painted by Thomas Hicks Esq.

anddo not hesitate to pronounce it a great success. | have known Mr. Lincoln intimately

for many years, and was present and in conversation with him much of the time whilst it

was being painted, and cannot adequately express my admiration of the fickkley o

picture, and the perfect and satisfactory idea which it gives of the original, and his

physical, mental, and moral characteristics. | doubt whether art is capable of transferring

to canvassgic] a more exact, and life like representation ofihe u man f ae di vi n
Browningds testimony implies that Hickso6s i de
the future president, which contrasted with contemporary depictions of Lincoln. It is unknown if
Browning wrote the letter of his own@ard or if Hicks requested it from him. If the artist did
request the | etter, then this demonstrates Hi

competition through selbromotion.

When Hicks returned to New York City with the portrait, he indagely sent it to

132 Hicks may have painted other miniatureshaf portrait. In the June 15, 1936 issugiatoln Lore a notice
states that in February 1936, newspapers in Philadelphia and Providence announced the discovery of two Hicks
miniatur es: iCol onel John Gr i bbe tidty,of PEBrmsylganial eecently of t he P
acquired in England a miniature of Lincoln by Hicks; and Brown University announced that a Hicks miniature of
Lincoln 6discovered in an obscure antique shop in Lond
notknow if one of the miniatures mentioned is the one in the Stuart Collection, or if they are separate paintings. |
am still trying to locate the miniatures mentioned in the article and determine their provenance.
1330. H. Browning, June 13, 1860, Sprinddielllinois, Hicks file, Chicago Historical Society. The letter is also
reproduced in Hicks, 60606.
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Boston so it could be engraved by French artist LEb@Boozelier (1860) (fig. 40 In the
lithograph, Grozelier idealized Lincoln moreso than in the original portrait by giving him a
pleasanter expression. The idealization is es|hger@dent when comparing the image to
Charl es A. Barryodos | i al$oongde apunme 1800 (fig. )dIhhe printn  wh i ¢
i's quite similar tlemgthGmagezwith Lineoln in the sarse ciothes.ilm  a b u
contrastto Hicksan@r ozel i er, Barry drew Lincolnds sunk:e
and circles under his eyes. Lincoln has a st
lithograph possesses an intense, wild quality. Lincoln, who tirelessly posed for nunrésisis a
and photographers who came to see him, told B
true | i kene¥ shuyifseetns that idthue political style, Lincoln was diplomatic in
his responses to the artists who depicted him.
After Hicks sent his portrait to be lithographed, he visited friends &trtbeneand
showed them Browni ngos Trileubeteported to its réaders hat whale 2 7
they had not seen the portrait,otheyilwhd seen
it in the highest terms as a spi“ Thteeweekand ¢t r u
later, theTribunelauded Hicks for the Lincoln portrait in a review that is worth quoting at
length. Their critic wrote:
If in the multitude of portraits, there is knowledge, the public will, by and by, learn what
manner of man the Republican candidate for the Presidency is. Busts, photographs, and
engravings, have multiplied, and have all deepened the impression that Mr. Lincoln
was well, not handsome. Mr. Hicks has put another face upon the question. In the
lithograph of his picture, published by Schaus, we have a portrait of evidently the same
man, with the same general characteristics, but one which, nevertheless, contadis a to
different impression of the personal appearance of Mr. Lincoln. Hicks has the faculty, so

valuable to the portrait painter, but one, which, unfortunately, every painter of portraits
does not possess, of finding the exact pose of the head aexhttteview of the face, in

134 Quoted in Rufus Rockwell Wilsoijncoln in Portraiture(New York: The Press of the Pioneers, Inc., 1935), 92.

¥/ Ci t y New¥ork®ailyTribure, June 27, 1860.
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which the best features, and the best expression of his subject, show to the most
advantage, and those which are not best may be softened. He has evidently succeeded in
doing this with Mr. Lincoln. Having had the advantageeveral long sittings, and a

careful study, therefore, of the head and face before him, he has produced a portrait
which the friends who know the subject best will recognize as most true, and giving that
best look which is also the most familiar. €Fb are subtle expressions and fine lines

about this face which can hardly be otherwise than true to nature. Of other portraits, it
would no doubt be said, by those who know
the same persons, when shown dfislicks, would wonder that they did not detect the
absence of those traits which give to this its real character, but without which it would be
nevertheless a likeness. We think we have here a semblance of the outward man which
answers to what we knotw be true of his real charactéf.

Certainly the positive response in fhiebuneh el ped t o sel | Grozelieros
portrait. More i mportantly, the criticbds emp
depended on ythrendax characterta® gpposed to aniexact likeness of the sitter.
Knowing Lincolnbs character through pictures
in person. Thus, Hi cksds depiction oofthet he f u
man who would govern the country.

Two years later, the artist painted Lincoln agalvut this time he created a much
different image of the President. In 1862, Hicks traveled to Washington, D. C. to paint Lincoln
in the White House. At present it is unknown if the portrait was a commission or if the artist
created it of his own volitiah®” This portrait more closely resembles the image of the President
with which we are most familiar, as the emotional toll of the Civil War can cleangdzkin his

face (1862) (fig. 4)2138 In contrast to the idealization of the 1860 portrait, Hicks tedin

Lincolnds sunken cheeks and the President app

33 Ci t y New¥ork®ailyTribuneJuly 13, 1860.

137\f the portrait was created of his own accord, Hicks likely did not experience any difficulty in accessing the
President. In the nineteenth century, visitors were able to cdledAresident and wait in one of the receiving
rooms. They were not promised that they would see the President, but they were allowed to wait.

138 have not yet seen the portrait in person and do not have a reproducible image. The picture includad here is
print made after the portrait in the 1930s.
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expression seen in the earlier portrait, but instead he looks past the viewer with gravity. Here
Hicks depicts a president facing the uncertain future oftiatry as opposed to the hopeful
candidate trying to win voters. In his reminiscences, Hicks noted the changes he observed in the
President:

Seeing Mr. Lincoln [in 1860] under a variety of circumstances and in the intimate

relation of the sitter and ¢hpainter, |1 observed the leading traits of his character. But

when | saw him in Washington three years later, the elements whichstidied in our

intercourse at Springfield, and other, newly developed, were so broaalethastiarpened

by the greaevents of the time, both of success and disaster, that he seemed almost

transfigured by the chand@&

Hi cksds portraits of Lincolcentugwneiersi sh demo
expected portraits of public figures to depict more thanthesite | i keness. Audi e
critics wanted to learn what the subject looked like and know something of his moral character.

As Hicksés first public commission, the Hami/l
to demonstrate his talentsindept i ng one of New Yorkkovs most r e
politicians. The artist adapted Reynoldsian principles and applied them in a manner that did not
suggest European royalty, but instead pictorialized the American work ethic by depicting the

Governor n his office surrounded by objects that symbolized his accomplishments and his

efforts in improving New York State. Hicks honored the Governor and elevated him by

depicting Fishés fortitude and dedication to

predecessorsodo work in City Hall, the portrait
politician whose actions affected New Yor k Ci
di splay within City Hall r ei nefagusitors donredtesl his s e m

139 Hicks, 604. | realize that there is a date discrepancy in that the second portrait is dated 1862 and Hicks states he
saw the president three years later. While he may not specifically be referencingtoisfeshington, DC to paint
Lincoln, the quote is relevant for the comparison. On November 2, 1861, Angie Hicks wrote in her diary that
Thomas returned from Washington, however she does not mention the portrait.
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virtuous accomplishments with civic pride and by extension, national glory.

Similarly, Hi cksds portrait of Lincoln fam
character. Whereas the Fish portrait commemorated the goverr®tedsdifice, the Lincoln
portrait aimed to improve public perception of the candidate before he entered the office of the
presidency. By idealizing Lincoln and emphasizing his noble qualities through gentle
expression, Hicks ®deabow thatdf a ndreclikepess: tn coatrast the p u r
Fish portrait, the Lincoln image was specifically commissioned so that it could be reproduced
and sold to the public. For the patron, W. H. Schaus and Company, it was a commodity from
which they expeted to make a profit. Therefore, the Lincoln portrait can be understood as a
result of the public relations industry and as a response to the increasing demand for images of
public figures at mietentury that is more closely associated with celebrith diol nés f ame w
an amalgamation of both classical fame and celebrity because his image was so frequently
reproduced before, during, and after his presidency.

The political paintings are significant ©be
pointsin his career and demonstrate the circuitous nature of celebrity in the nineteenth century.
The Fish portrait commission acknowledged the
paintingds success est abl i sshindNéw Yoik Gity.aAsaone of
result of the portraitds positive reception,
known both locally and nationally, such as fghors of the United Statesctor Edwin Booth,
and explorer Elisha Kent Kane. @s$e portraits, along with that of Fish, arguably influenced

Schaus to sel ect Hi cks for the Lincoln commi s
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Chapter 4: Authors of the United States
In its April 1857 issue, the art journghe Crayorannounced theommission of a
portrait gallery of famous Americans:

Four artists of this city have been commissioned by Wm. P. Wright, Esq. to paint each a
picture to form a series representing respectively the Artists, Men of Science, Literary
Men, and Merchants of ogountry. Mr. Baker will paint the Artists; Mr. Huntington,

the Savangsic]; Mr. Hicks, the literary characters; and Mr. Rossiter, the Merchants. The
paintings, when finished, will be exhibited and engraved. The size of each we believe is
to be 9 by 4 feet. The commission is a very liberal one, and certainlyyacreditable

one to Mr. Wright:*

Upon completion, the portraits were to be placed in a gallery Wright intended to build at an

undisclosed locatiot'

5 sSketchings: DoThe @ayon4 noAdr(April B8579:538. pA ladge amount of erroneous
information has been published about the Wright Commissiofm hedCrayorwas the first to report it correctly.

For instance, on March 30, 185he Evening PogtNew York) reported that Huntijton was to paint the merchants
and Rossiter the scientists. In their August 1857 id3ue, g botiridakof Music: A Paper of Art and Literature
reported that Huntington was responsible for the authors portrait. Neither Hicks nor the scientistsvasrtrait
mentioned.In its December 2, 1857 issue, Besmopolitan Art Journalso stated that Huntington was
responsible for the authors with no mention of HicBshnDavis was the first to note the mistakehis essays on
Dani el Hunt i nf@t Jamed Ball and Drt Joha Edwards dlolbrook in the National Gallery of Art
collection cataloguedmerican Paintings of the Nineteenth Cent{iMgw York and Oxford: Oxford University
Press1996, 2n3367. Letters from Daniel Huntington to sitters fden of Sciencprovide the best information
about the commission. For instance, see Huntington to John W. Draper (chemist), May 10, 1857, John William
Draper Papers, 1771951, Manuscripts Digion, Library of Congress aridaniel Huntington to Joseph Leidy
(paleontologist), May 13, 1857, Society Collection, Historical Society of Pennsylvania (first quoted in Davis, 336).
| have yet to locate any Hicks correspondence regadlitigors of the United States

141 Henceforth, the project will be called the Wrigbbmmission. The English Wright was a wekinown collector

and art patron in New York City who retired to England about 1870. For his collectidieseeH. Leeds &

Miner, Catalogue of the Valuable Collection of Qil Paintings formerly the privateatate of W. P. Wright,

Esqgéon Mal8&Zh Flr8i ck Art Reference Library. Confusion re
contemporary newspapers announced the commis3ioe.New York Timgsi The Four Gr eat Pictur
1857) andThe Nev York Pos{ iPer sonal , 06 April 6, 1857) identified Wri

New Jersey. The American Wrig{¥7941866)was aleather manufacturer, New Jersey state senator, antinoae
mayor of Newark. On August 29, 1837 wi g otrdakof Music: A Paper of Art and Literatureamed the
patron as J. M. Wright. In December 1857, @msmopolitan Art Journadlso reported J. M. Wright as the patron
of the pictures.The Crayonin its April 1857 issue, was the first to identify cantlg Englishman William P.
Wright as patron.
The confusion continued into the twentieth centtigr. instance, William H. Gerdidentified Wright as
William B. Wright in his essay-18N4a®mfmueican Poraituresathe® cr at s i n
Grand Manner (172920)(Los Angeles: Los Angeles County Museum of Art, 1981)554 In 1982, Richard J.
Koke also identified the patron as t iMerchAnsefrthe Urdated Wr i g ht
States SeeAmerican Landsape and Genre Paintings in the N&ork Historical SocietyBoston: G. K. Hall,
1982),3:111114. Their information was |ikely gathered from R
wrote Thomas Rossiter, 181872(Ruxton, MD: Private Printingl957), 15. Dauvis also identifies the patron as the
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Unfortunately, the project never readheuition. The patron, English cotton broker
William Parkinson Wright (c. 181%880), likely cancelled it due to financial difficulties
involving a pending lawsuit over lost bales of cottéhBy the time contemporary newspapers
announced rumors of theanmi ssi onds retraction in 1859, the
Hicks had begun a study of tA@ithors of the United Statéfsg. 43-44); Thomas Rossiter (1818
1871) finished his ninby-sixteen foot canvas dflerchants of the Unite8tateq1859) (ig. 45).

Daniel Huntington (1814906) completed a series of compositional drawings and several oll

American Wrightin his Huntington essaysSee |: 334337. Sally Mills was the first to distinguish correctly

bet ween the English and American Wright .tanfthe AORi ght F
Devel opment of East man Joh nEastmad 3ohn€on:{ThecCmmberr§@ danvese Isléhd i nt i n
of Nantucke{San Diego: Timken Art Gallery, 1990), 74n7Kathleen W. Dorman was the first to identify

correctly the English Wright ake patron of the group portraitsTie Papers of Joseph Henlyol. 9: January

1854December 185The Smithsonian Yeaf#/ashington DC: Smithsonian Institution, 2008) 4n480Also see

Wi lliam Par ki ns o mMheWew Yoprk Tinde8 July b&Ot uar y i n
| have been unable to discover the precise location for the large picture gallery, which was likely to be
separate from Wrightés home and private gallery. Due

location of his New Jersey hie and gallery is unclear as it had been located in both Weehawken and Hoboken.

The sites for the large picture gallery were probably either Weehawken or Hoboken, New Jersey or New York City.

The 1850 United States Federal Census indicates that WrigttitivHoboken as of July 11, 1850. The 1860 and

1870 United States Federal Censuses indicate that Wright lived in North Bergen Township, New Jersey. The 1870
United States Federal Census | ists Wrightoftkes AW | |l iam
confusion regarding his name. Misspellings are not uncommon within the Census records. See U. S. Bureau of the
CensusSeventh Census of the United States, 18&&hington, DC: National Archives and Records

Administration, 1850; U.S. Bureau dfd Censuskighth Census of the United States, 188@shington, DC:

National Archives and Records Administration, 1860; and U.S. Bureau of the CdmthCensus of the United

States, 1870/ashington, DCNational Archives and Records AdministratioB,/0, http://www.ancestry.com

(accessed January 30, 2009).

142 0gden & Co. filed the original lawsuit in 1844 against Wright and his former partner, Thomas J. Stewart, over

285 |l ost bales of cODpgdminal TSeremsi:S uPpa retnreelh€dbanrviirk Advent ur e
Times September 7, 1Gererdl;Termd$ou. A0, Before JuGgesuDavies, Sutherland, and

Ho d g e b ®he New&ork Times November 30, 1858; and Jolmarot hase of Sh
Mercantile Law41, no. 2 (August 1859): 18®82. The exact reason for the cancellation is unknown. Davis stated

Wright cancelled the commission due to bankruptcy, but does not givece $outhe information. See3B6. The
censusreportsehw t hat Wrightdéds real estate worth increased fr ¢
worth in 1860 was $20,000. While this may initially suggest that Wright possessed enough money to support the
commission, it is impossible to ascertain gt worth without knowing his total debts. Wright intended to pay each
artist $1000. Wright s cost would have exlkgeSdeed $4000
Bevan, 15; Davis336; and Koke, 114. On February 10, 188% Eveimng Post(New York) reported on rumors

ithe order (the Wright Commission) had been counter ma
cancelled does not appear until N o v Rostdn dnansctiNovember See A
20 , 1860 and ASket chiThgGrayonD mon?gFebriary 1880):67. Gossi p, 0O
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skethes of his sitter”® Reportedly, George A. Baker, Jr. (182880) began the
artistso6 group portrait; However, no extant s

Desp te the commi ssionédés cancel |Authorsofthe Hi c ks
United Statesind sold the painting to engraver Alexander H. Rit¢h8221895)in November
1860 (fig. 4344). On May 24, 1866The New York Timesdvertised that the pri was available
for purchase from publisher I. G. Hubbs. Ritchie then sold the plate to the New York newspaper
The Independentvhich offered the print as a premium to subscribers by 1868he
di ssemination of Hicksdst wenkanoedhehéoamtio$t
increased his fame as the painter of the Amellibarati.

While William P. Wright is recognized as the patron of the commission, it is possible that
the idea for the group panginEwapd. Aomentignechimmt ed du
Chapter Two, Margaret Fuller reportedTioe New York Tribunen 1849 t hat Hi cks
drawings for a | ar ¢ Inadditon, Hicke begah paimmgirydividualg ur e s .

sketches and finished portraits of Anean authors as early as 1855, two years before he

WHuntingtonds sket cheHewitaDesign Maseust Histhortrait studiésere Baatedpirear

number of museum collections, such as the Corcorari@af Art and the National Gallery of Art in Washington,

DC.

“9I'n 1898, chemist Henry Carr i ngMeaof Sdeocklbeaitunsuccessiidhd t o r es
See Davis33m3; Dorman4d5mn3; and Henry Carrington Bolton to Samuel P. ¢lay, September 10, 1898,

Office of the Secretary (Samuel P. Langley), 1:8906, Incoming Correspondence, RU 31, Smithsonian Archives.

| amgratefulto Kathleen Dorman at the Smithsonian Archives who allowed me to browse through her extensive

files on Huntington and thé/len of ScienceAt present , Rossiter 6sYokkalisterieab i s r
Soci e tsigetorage.f UnfortunatelRo s si t er 6s canvas was damaged in th
maliciously poked out the eyes of sonfdte figures. It has yet to be restored. Beean, 15. A sketch for the

painting is in a private collection in New YorKkpparently, Baker frequently suffered from eye disorders and other

mal adi es such as Brightoés dincEasemowbi oh PBakeentedehiim
The Home Journed , no. 1 (January 185 8The New oekdimés Aprif 188B;aakder , t he /
Theodore BoltonDictionary of American Biography:519.

“Because Hicksos isst wchyapitserumiiddatbeed,cotnfcer ned with Ritoc
See APolitics aBoson FanscripiNaventber®0, M60Thke New York Timewmoted that the

painting had been exhibited aaranatelg uhave hotbeah allehoefindamyd e al o
ot her documentation of the painti nglheNewXorkiTimgMay 24,n . See
1866. The advertisement for tAeithors of the United Statesint appeared multiple time ifhe Independent

beginning on January 7, 1869.

“Mar garet Full er, @ AmeheNewaork TAbuneasch 20,1848. |t al y, &c, 0
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received the official commission from Wright. Regardless of whether these early author portraits
were made specifically as preliminary sketchesAfathors of the United Statetheir existence
demonstra&s t hat the artist was cognizant of the p
mid-nineteentkcentury, Americans considered literature an established and successful art.
Audiences read books by their favorite authors, attended their leatalested their portraits,
and displayed their images in the home.

This chapter first examingsuthors of the United Statesn r el at i on t o Hi c k ¢
training and as a response to the increasing demand for images of literary celebrities. 1 conside
Hi cksds individual portraits of American auth
i n t h eoeuwareirt termstofdcieating portraits that were disseminated in the form of prints.
Since the exact circumstances surrounding the origorahussion are unknown, | also consider
Wrightds role as patron. I argue that the co
compete with fellow patrons and present hi mse
Wright as a benevolent patrovas of special importance since his livelihood relied on the
institution of slavery.Authors of the United Statesalso considered in relation to nationalism
and group portraitureatmde nt ur vy . | al so argue théat Hicksoi@é
included women in a field where men traditionally dominated.
The Image

Authors of the United Statésa group portrait of fortyour living and deceased male and
female American authors. Hicks organized the imaginary gathering of writers in dilstage
setting composed of classicizing architecture. The writers stand and sit in various poses at and
around three tables located in the right, center, and left foreground. Authors also line the stairs

that lead to a landing above the central figuleshhr ee st at ues of European
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Wolfgang Goethe (1742832), William Shakespeare (158816), and Dante Alighieri (1265
1321) appear between |l onic col unstylebuldmngst he mi d
behind the colonnades recede irfte background.
Throughout the engraving, a series of lines leads to the center of the composition.
Geometric tile panels in the foreground, the diagonal lines of the banister below the statue of
Shakespeare, and the entablature between the storfregoftb ui | di ngs direct t he
to the man standing at center, James Fenimore CoQu&per, who wears a douHieeasted
coat with a white vest, shirt, and cravat, turns slightly to the left as he gazes out of the picture
plane. He rests hrgght hand on the table in front of him and holds a document in his left.
Cooper forms the apex of a triangle completed by Washington Irving on his left and William
Cullen Bryant(17941878) on his right (fig46). Bryant wears a dark suit with embroiddr
detail. He sits tall in a large chair with a cloak draped over its arm that terminates in an
el aborately carved eaglebds head. With his |o
turns slightly to the right as he gazes past the viewer. In sbdr8ryant, Irving slumps in a
small er and plainer chair that may symboli ze
beneath the elder Romantic poet. Irving wears -diried overcoat, dark suit, and white shirt
with a dark cravat. He leans the table with his right elbow and his left arm hangs at his side.
Like Cooper and Bryant, he also gazes out of the picture plane, past the viewer.
Two tables with ten figures around them appear to the right and left sides of the central
group. Cdbarine Maria Sedgwick (1788867), Lydia Huntley Sigourney (1794865), and
E.D.E.N Southworth (1812899) sit at an elaborately carved library table on the left side of
Coaqper, Bryant, and Irving (fig. 47 A single book rests on the table and formsagainal that

directs the vieweros attent i-a822),twho sitd@rashgrt Wa d s w
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backed chair. With his lower body angled to the right, Longfellow looks to his left and directs
the viewer 6s eye bac K1819d84%Pstanda jost hehind Eodgieow Al | an
and gazes toward Donald Grant Mitchell (18208), who leans between Longfellow and the
women. Nathaniel Hawthorne (180864) stands with his back to Poe, forming his mirror
image as he looks down towards Fitz Grétaileck (17901867), who sits at the central table
between Bryant and Cooper.

At the right side of the engraving, a small stack of books appears in franothfer table
around which Haret Beecher Stowe (18111896),Caroline Kirkland (18041864) andJohn
Greenleaf Whiier (18071892) gather (fig. 48 Whittier looks towards Stowe, who sits on the
opposite side of the table. Stowe, her body in profile, gazes up and out of the picture plane. To
her right, William ElleryChanning (1818.901) Margaré¢ Fuller, and Richard H. Dana (1815
1882) sit in a diagonal formation that | eads
Bryant, and Irving. Bayard Taylor stands behind Whittier with his left hand resting on the chair
back. Taylor bothdiet s t he vi ewer 6s attention to the se
the figures standing in the background.

Behind Cooper and the seated authors stand nineteen men about whom some general
observations can be made (fig.)44irst, to convey a sea of depth, figures that are intended to
be perceived as farther back in space appear smaller than those closer to Cooper. Second, they
stand in a variety of poses and gaze in a num
back to the centrgroup. George Bancroft (1800891), John Lothrop Motley (181¥877), and
George W. Curtis (1824892)look towards Taylor, who gazes in the direction of Cooper. Only
three of the fortyfour authors engage tiveewer: William Hickling Prescott (17968%), James

Russell Lowell (1819.891), andlohn Godfreysaxe(18161877) Saxe, who stands at the far
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right of the engraving, is the first of five figures lining the stairs at right. Hicks placed another
five figures on the stairs at the left side of gt to make the composition symmetrical. The
statues on the | anding above the authors serv
group.
Hicks placed the sculptures of the European authors on raised pedestals at the center of
the landing. Th statues appear in front of a large curved niche decorated with architectural
elements and carved swags of foliage that Wigweannect the statues (fig. #9The sculpture of
Shakespeare has the largest pedestal, which includes a relief carvingrofadrtas muse.
Both the elaborate pedestal and the architectural forms of the banister and space below separate
the Bard from his German and Italian counterparts. The banister that runs parallel to
Shakespeareds pedest al regadhesthosa o 6cethd aodDarder hej u st
indentation formed by the architectural elements frames Cooper, connecting him to Shakespeare
above. Light and shadow also return the view
Light enters the image fromthee f t si de, as indicated by t hi
position and the banister just below the statue of Goethe. The diagonals formed by the left
shadow and Poe lead to Bryant, while the shadow beneath Goethe leads to Cooper. That
diagonaliscontinué by Prescottods | eft arm, thereby con
also illuminates the oversized books in the foreground. The curving form of one of the books
echoes the light and shadow of the cloth on the central table, the patternsilioymed he men é s
coats and vests, and the swags that visually connect the statues.
While the Americaditerati are visually connected to their Old World predecessors, it is
unclear what their separation means, if anything. Has this American school a¢hiefethe

and respect accorded to those above? Will they ever stand on equal ground or will the
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Americans forever be placed below the European greats? Their inclusion certainly
acknowledges past literary traditiofi$. Moreover, since Goethe, Shakespears] Dante
appear as sculptures, Hicks seems to relegate them to the past in contrast to the living American
authors who are part of a vital presfit.
Origins

On March 20, 1858The Home Journal e por t ed i wooupt & woefi t Hii kcekns Gas
great carton of a few of the poets and authors of our country. It promises to have those qualities
which remind of one of Paul Veronese. We s ha
l'talian masterds wor k i nfl uenscteds aHw c\kesr a nhe soeudgs
paintings while studying in Venice and their impact was reinforced by Couture, with whom
Hicks studied in 1848. Couture worshipped Veronese and taught his methods of coloring to
students® V e r o nEhe Mafriage at Can1563) whichewnt er ed t he Louvreds
1798, i nspiThekkdmaofihe Daecaléi&847, Louvre) When Hicks entered
Coutureds atelier, he witnessed the success t
positive reception at the Salon of 18470nSequently, Hicks was made aware of the fame such a
painting could bring an artist and may have been inspired to create his own.

When Margaret Fuller wrote ttheNew York Tribunée n 1849 about Hi cks?©d
a group portrait, she stated that Hickaild not execute the painting because of the expenses
involved. However, if he were able to acquire a patron, then Fuller was certain the painting

would meet with great succe$S. It is unknown if these drawings were early sketches for

' n 1864, Longfell ow bR\wnaGomedaimda TalydtoiromegfanDantseds ans
Faustasearly as 1850.

1481 wish to thank David Cateforis for this observation.

149 5ee Albert BoimeThomas Couture and the Eclectic Visipfew Haven Yale University Press, 1980), 1885

and 443445.

BOEyl lAeme,r iftan Artists in ltaly, &c. o
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Authors of the Unted Statesr for a different subject. Nevertheless, their existence demonstrates

that Hicks wanted to create a large, mfigure canvas long before he received Authors of

the United States o mmi s si on. The cart oon ditoasraed al so i nd
demonstrate that the artist desired fame from the beginning of his career.

While in Paris in 1848, Hi c k sThpRoménadi | v st u
the Decadenca n d V e rThenMasiag® &t Cana Hi cks al SScholsfaw Raphae
Atheng(15091510, Vaticanhile studying in Rome. These European paintings served as
sources for his American version of the group portraits. A comparison of the images
demonstrates that Couture, Veronese, and Raphael inspired the final veiigharsof the
United Staes

I n Hicksdés and the European mastelksd paint
setting surrounded by classical statuary and architecturguthors of the United Statethe
sculptures at the top of the landirgsemble thelassical sculptures of Apollo and Athena in
School of AthensJust as the god and goddess stand above the heads of the g&aigtian
phil osophers, so do the Agodso of European |
Hi c k s 0 sitiow. Asnpeationed above, Hicks relegates Goethe, Shakespeare, and Dante to
the past and presents the American authors as the living present, just as Raphael depicts science,
reason, and philosophy as represented by Pythagoras, Aristotle, and Plassiagrihe ancient
polytheism of Apollo and Athena.

All four paintings utilize architecture to frame the central figure groups. For example, the
staircases, balustrades and central landirguihors of the United Statescall those inThe
Marriage at Gana The receding classical architecture in the background, teaped

formation of the tables, and the square tiles
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those in Veroneseds, Raphael 6s, and Coutureds
More figural affinities ca be found withC o u t Udhled&ongns of the Decadende.
this painting, Couture placed a group of five reclining figures at the center of the composition
with two other groups of figures on either side. Couture filled the far sides of the canvas and
bak gr ound with reveling Romans. Hi cks organi ze
Romans by including three core groups who are surrounded by figures at the sides and in the
middle ground of the print. Just as Couture placed attributes of decaderwi ne and fr ui |
the foreground of his painting, Hi cks include
foreground of the image. The books, wine and fruit effectively serve to distance the viewer from
the figures.
In Authors of the Unite@tatesthe oversized books on the floor in the foreground
sufficiently block access to Cooper and Bryant. The space in front of Irving allows entry, yet he
appears lost in reverie. It would be almost impossible to penetrate the mass of figures to ascend
thestarse admire the scul ptures of Goethe, Shakes
wine and fruit block access to the central group. Open spaces appear to their right and left;
however, one could not maneuver past the reclining figures. Some of the kRén&an
debaucheries and unconscious states do not encourage participation, just as the stillness and
rigidity of the authors do not promote congeniality. The gazes of the three authors who engage
the viewer inAuthors of the United Statesso support thisestiment because they do not invite
us i n, but rat her AutharsdfthednitediStatasn dT ICoIhe uiHiedlss 6 s
Romans of the Decadenaere not necessarily scenes the viewer was intended to join, but
instead provided moral instructionttzeir respective audiences. One should be forewarned of

the results of drunken revelry andThédRomans vi ous
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of the Decadencel n observing Hicksds pantheon of Amer.
vituouste havi or and contempl at e t he SahooleotAthensipl i s hm
honored the greatest t hi nAuthorsoftoefUnitdteSsate® r n ci vi
cel ebrated Americaodos |l iterary getdteranses and ex
celebrity.
Individual Author Portraits and Literary Celebrity

Two crucial factors in the American public
rising literacy rates and the development of the mass media. Scholars estimate that lty the firs
guarter of the nineteenth century, approximately ninety percent of the adult white male
population was literate" Technological advances in printing made publishing cheaper and
faster, thereby providing writers with more places to publish than at empps time in
American history. Approximately 1,200 newspapers and 1,500 magazines were in publication
across the country by 184%. As a result, sale became highly competitive and publishers
developed clever ways to win customer loyalty. One methattract subscribers was by hiring
well-known authors to create serials for weekly journals.

In 1846, entrepreneur and publisher Robert Boneentuitedfamous writers such as
Bryant, Longfellow,Beecher, and Stowe to write for his family story paptetch ant 6 s. Ledger
Bonner paid them exorbitant advances; the most went to Beecher, who r&€y@@D for his
novelNorwood while Longfellow received $3,000 for a single poeagazine publishers also

began using authorsd nearyd®0sgsahdme s tpMagaenhes.

151 Mary Kelley, Private Woman, Public Stage: Literary Domesticity in Ninete€whtury AmericgNew York
Oxford University Press, 1984), 10.

152 5ee Kenneth M. Price and Susan Belasco Siétipdical Literature in NineteentBentury America
(Charlottesville University ofVirginia Press, 1995),-8 and Richard Brodhea@ulture of Letters: Scenes of
Reading and Writing in Nineteer@entury AmericdChicago The University of Chicago Press, 1998%-77.
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Cooper 06s, Longfell owds, and Po®ds names on th
Newspapers and magazines also utilized images to increase circulation numbers by
offering prints as gifts for subscriptions. As mentioabdve,The Independem@ f f er ed Hi cks
Authors of the United Statas a premium beginning in 1869. The disseminatichubhors of
the United States n t he form of a print allowed audienc
luminaries into their parlorsTherefore, audiences could both read their favorite authors and
display their images in the home.
As Louise L. Stevenson explained, the parlor was the center of intellectual life in the
Victorian home. Aside from functioning as a receiving room, i aksved as the central locale
for reading in the hom&* While men, women, and children utilized the space, the parlor can be
considered a gendered room in that the Anew w
representation of the cultured and cultechfamily. As defined by literary historian James H.
Hart, the Anew womano directed social and cul
nature and charmThese proper codes of behavior required guidance, which came in the form of
etiquette boks>®> Some of these publications were written by the women who appeared in
Hi cksds print.
For examplein Letters to Mother$1838, Lydia H. Sigourneyadvisedreaderghat
Asimplicity of taste, extending H#fhtmgimthet o dr ess
daughters of the republic. o Sigourney furthe

considered the great conservative influence to which especially our country is to look for its

153 3ee Kelley, 34 and David Haven Blak&Valt Whitman and the Cultu@f American CelebrityNew Haven

Yale University Press, 2006), 39.

154 ouise L. Stevensom;he Victorian Homefront: American Thought and Culture, 18880(lthaca: Cornell

University Press, 2001);4

155 Hart, 86. For more on the relationship betweenam d et i quette, see Wendy J. Kat z,
t he Art of AnRecéniStudiede notl,2001):37.
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security agai ns¥®°Aacording o 8Sigoorey, ipptbpedydesiréng the
parlor, women were not only creating a cultured space but also providing a place of refuge from
the dangers of the outside worlhThe Ameri can Woman6s Home, or,
Sciencg1869), Catharine Beher and Harriet Beecher Stowe advised women how to decorate
the parlor with chromolithographs and engravings. In regard to the selection of artworks to be
displayed, Beecher and Stowe explained that:
The educating influence of these works of art cadlizdre overestimated. Surrounded
by such suggestions of the beautiful, and such reminders of history and art, children are
constantly trained to correctness of taste and refinement of thought, and stifhulated
sometimes to efforts at artistic imitatiadyays to the eager and intelligent inquiry about

the scenes, the places, the incidents represétted.

In other words, one should be mindful in her selection as these images were not only

aesthetically pleasing, but also should provide some type of marad t r u c t iAatmors Hi c k ¢
of the United Statewsas a | ogi cal <c¢choice for the fAnew wom
As seen in an anonymous stereogr aMuthorsof a B

of the United Statesas prominently dislayed in the parlor (fig. 50 Inthis image, a proper

Victorian couple sits among fine furnishings and | e ¢ © sheircséated positions echoing

those of the authors in the print. Perhaps inspired by the virtue and accomplishments of the

authors that appear above them, the coupleisetiemselves by reading. Books appear
everywhere within the stereograph n Hi cksés print, in the coupl
displayed on the table in the foreground. As Steveergplains when Americans displayed

portraitsof famous men and womeémtheir homes, they were in effect bringing the influence of

158 Quoted in Katherine C. Grie€ulture and Comfort: People, Parlors, and Upholstery :8980(Amherst:
University of Massachusist Press, 1988), 92.
157 Catharine Beecher and Harriet Beecher Stdwe,e Ameri can Womano6és Home, or, Pri
Sciencg1869; repr. Hartford, CT: Stowleay Foundation, 1975), 94.
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public figures into the private realtf Here the luminaries served as exemplars of moral virtue,
particularly for children.

Perhaps the most significant female authotuded inAuthors ofthe United Stateis
terms of the changing status of women was Margaret Futieaddition to serving as a
correspondent fofhe New York Tribuné&-uller is best known foWwoman in the Nineteenth
Century(1845) which is today recognized as one of therfdational texts of feminism. In the
book, Fuller called foequality between men and womemcouraged women to do more than
their traditional roles allowe@&ndencouraged women take pride in their accomplishments.

Elizabeth Cady Stanton and SusanBAnt hony stated that Fuller

=}
——

the thought of American wo me n™Thus,fullex ang thevo me n

other women writers included A&uthors of the United Statesminded women that they
possessethe capaliity to extend their genderemles outside of the home and influence others,
even perhaps on a national scale.
As Hart explains, women writers began dominating American literary tastes in the 1850s
due to the rise of the.mwmi ddBleeaclsas swomea fHdwuhae
periodicals and fiction as a means of bringing culture into the home, publishers saw an increase
in female readers and women writers soon began to outsell their male counterparts. In 1853,
Fanny Fern (Sarah Willis Partpsold 70,000 copieséfer n Leaves from Fannyod
while only 7,440 c o piTeesBliteflale Rantamsaldin ¥852°°H&wt h or n

no wonder that Hawthorne bitterly remarked that:

158 Stevenson, 7.
%% Quoted in Margaret Vanderhaar Alléify Classico f Fe mi n i st Wdmart irethedinateergh, Céntuiy:n
An Authoritative Text, Backgrounds, Criticised. Larry J. Reynolds (MeYork: W. W. Norton and C91998),
235.
180 Hart, 9293. Fanny Fern is mysteriously absent frémthors of the United St
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America is now wholly given over to a damned mols@ibbling women, and I should

have no chance of success while the public
be ashamed of myself if | did succeed. What is the mystery of these innumerable editions
of the &6Lamplighterb,ed teemrd notrh emro rlsedk svom esiet

be, and better they need not be, when they sell by the 106%000.
One wonders if Hawthorneds attitude is the re
women writers Catharine Maria Sedgwick, Lydia Huntley Sigeyr and E.D.E.N. Southworth
in theAuthors of the United States

Audiences were not entirely satisfied by text alone as they wanted to see firsthand how
their favorite authors carried themselves in their daily lives. One of the most popular sites for
public appearances was the lyceum, where audiences could attend lectures by favorite authors.
Many writers were in such high demand that they eventually began charging for lectures, and the
lyceum became a site for celebrity promotiéh Audiences espedig favored speakers such as
Beecher, Stowe, Emerson, Holmes, and Taylor. Richard Henry Dana, Horace Greeley, John G.
Saxe, Park Godwin, and George W. Curtis also regularly made the lyceum circuit. Incidentally,
all of these writers are included inHicgks pr i nt . As a result of the
best known authors, it is not surprising that artists like Hicks recognized the potential publicity
they might receive in creating images for lyceum audiences.

For exampl e, Hi spodraitpleut the sande tirBecthee ceteeenddecame
one of the most popular lyceum speakers. Hicks sold the portrait to John C. McRae (c. 1853)
(fig. 51), who engraved the painting and made it available for purchase. Advertisements for the

print appeared n B o BailydEredilsg TranscripfThe Home Journallhe Literary World

161 Quoted in Hart, 93Hawthorne refers to the novéhe Lamplighte(1854), written by Maria Susanna Cummins.

152 See Blake, 384 and Carl BodeThe American Lyceum: Town Meeting of the MiNéw York: Oxford
University Press, 1956), 22287.
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and theliberator.'®®* The Home Journalemarked that the print image looked just like Beecher
in likeness and in pose whenever he spoke. Over the next several years, Hicks@omtelle
portraits of speakers and other illustrious Americans to engravers. For example, McCrae also
engraved a portrait @dishop Wainwright (cat. nos. 3%hd 23 and Hezekiah Wright Smith
engr aved -lngth gostraits of Gaoldgd Washington {859, original unlocated) (cat.
no. 3a) and Edward Everett (c. 1875, original unlocated) (cat. n&*6&)audiences could not
afford to collect individual author portraits (or if they did not possess the space to display them),
t hen Hi ck sf&aebrptyavntérshirdwhors af the United Statess an attractive
alternative. Thus, by the 1860s, audiences could read works by their favorite authors, see them
speak at lyceums, and purchase their portraits in the form of prints. This increasstypub
meant that American authors began seeing public recognition that paralleled the acclaim for
contemporary singers and entertainers.
As previously mentioned, singer Jenny Lind received an unprecedented welcome in New
York City when she arrived forh&r8 50 t our thanks to P. T. Bar nu
was mobbed on the streets and obtaining tickets for her shows became newsworthy events.
Harriet Beecher Stowe secured tickets to a Lind performance based on her own literary fame
after publishigUn c | e T o md&bs2. Glat oibeoutdone, Stowe drew her own crowds,
had her travel plans publicgnnouncedandpackedecturehallson her own St oweds mos:

frightening experiences with fame came when she toured England. Hundreds turneghaat to

at her when she arrived in London. According
stampeded at one | ecture hall and one woman w
135eefi AlCapi t al THe&vening RagttN,edw Yor k), November 17Malyl1853; AA C
Evening Transcript Bost on) , November 1T8¢lLiteta/ 98rig MNDhve mbieme 2Ar,t s1,8% 3

Ar t The Home Journal Nov e mber 2a6,t 1085 3He nit Fydibétator,Dec@mber 80h 53, 0
®4Ashortlistofengravngs after Hioks$asegawntihngsaiges after Hicks.
referenced by the |l etter fiad after the cat. no.
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Calvin quickly grew exasper atwidoro.verHe hset atnegd
tired to death of the life | lead here. All that was anticipated by the newspapers, and ten times
more, had befallen us. From the lowest peasant to the highest noble, [my] wife is constantly

beset, and | for her sake, so thatveevhe not a m'8 mslitetay kistogan Riehard 6
Broadhead notes, Stoiief ound a career as a f &mous object

Much like Stowe, Bayard Taylor also experienced the pandemonium of frenzied crowds
at speaking engagements. yloe became well known to American audiences through his travel
letters, which were published in magazines and newspapers suclSasuttay Evening Past
Put namo s aniheNeéwhYbrl Tribune When Taylor returned to New York in January
1854 afteitwo years of worldwide travel, he was astonished at how famous he had become. He
accepted numerous invitations to speak about his adventures and delighted audiences by wearing
native costumes he acquired while abroad. However, Taylor quickly foundihimse
overwhelmed by fame.

Il n March of 1854, Taylor wrote to poet Ric
since | saw you, and have had great success everywhere. Crammed houses; women carried out
fainting; young ladies stretching their necks drsales, and crying in breathless whispers,
O0Ther el hrad i06ims 6 et c . Believe me, Stoddard, it
| e c t d°f Consifdered one of the most handsome literary celebrities, Taylor was described by

Stoddardaé t al | ,tivedookeng, and manty, with an aquiline nose, bright, loving eyes,

185 Forrest WilsonCrusader in Crimline: The Life of Harriet Beecher Stohiladelphia: Lippincott, 1941), 363,
377, 379, quoted in Michael Newbur vy, i Eat EBLM6lArdoilve: Sl a
(Spring1994):169.
%6 Brodhead 53.
%7 Taylor, to R. H. Stoddardguffalo, March 5, 1864, ihife and Letters of Bayard Tayloed. Marie Hansen
Taylor and Horace E. Scudd@oston: Houghan, Mifflin and Co., 1895), R71.
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and the dark ringleted hair withwhichweden w i n i deal , ¥t he head of
Hicks painted the handsome Taylor in an exotic costume he purchased oviegséads (
In the painting;Taylor wears Turkish clothing and sits on an oriental rug. He holds the end of a
hookah pipe in his right hand while his left rests on a stack of red andtgpleld pillows. At
the left side of the painting, his servant Achmet, carrying a tray ofgliphepares to exit the
scene. Damascus appears in the background at the right side of the painting, a view based upon
Tayl ordéds own sketches.
As Ellen Miles has noted, thaortraitis unusually welldocumentedby primary sources
While traveling in Uper Egypt, Taylor wrote about Achmet to his mother and described his
clothingasseen in the portraiOn December 11, 1851, he wrote:
My dragoman is a man who makes himself respected everywhere, and makes the Arabs
respect me. He always speaks of méhtetm as OHi s Excell ency. 0
of his dresses: a green embroidered jacket, with slashed sleeves; a sort of striped vest,
with a row of about thirty buttons from the neck to the waist; a large plaid silk shawl as
belt; white baggg trousergathered at the knee, with long, tighting stockings and red
morocco shoes.
We al so | earn f r denncllison of Achriesaméaket Hicksbegan theh at t
portrait. In another letter to his moth&aylor wrote from New Yorkon Novemler 16, 1855
Hicks has nearly finished the Oriental portrait. It is one of the most charming things you
ever saw. | found at Taunton, Mass., a daguerreotype of Achmet in the hands of a

gentleman who traveled with him a year ago, and borrowed it togmgtyamade. | shall
get Hicksto put Achmet into my picturg?

p l

Aside from securely documenting the portrait,

working process in that the artist utilized photography to aid his painting.

188 Quoted inJohn TomsichA Genteel Endeavor: American Culture and Politics in the Gilded(Rgb Alto, CA:
Stanford University Press, 1971), 28.
19 Taylor, to his mother, Upper Egypt, December 11, 185llifenand Letters of Bayard Taylor223. Also see
Carolyn Kinder Carr and Ellen Mileg, Brush with History: Paintings from the National Portr&@allery
(Washington, DCSmithsonian Institution, 2001), 115.
10 Taylor, to his mother, New York, November 16, 1855, ifie and Letters of Bayard Taylor3089. Also see
Carrand Miles, 115.
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A comparison othe portrait and the daguerreotype demonstrates that Hicks slightly
altered the servantods pose s o etdhgaerreotyge was pl e
(1850s) (fig. 53, Achmet wears baggy trousers with a shirt, lstegeved jacket and hat. He
stands with his body angled towards the right while his right hand rests on the back of a chair. In
contrast to his appearance in the photograph, Hicks painted Achmet with his back to the viewer
and face in profile. T Is elotrees in gresnt andardd asoopposed h |y
to painting them white or beige as they appear in the daguerreotype. As a result, Hicks unified
the composition through color and connoted the exoticism ofMestern costume without
deflecting attention from Taylor.

Hi cks derived the setting i n ThehLendspobtmet r ai t
Saracen, or, Pictures of Palestine, Asia Minor, Sicily, and SpRublished in 1855 he Lands
of the Saracewas t he second of t hrteocyeavwollducure Saylaret ai | i
wrote of his hotel in Damascus:

The walls of the house are painted in horizontal bars of blue, white, orange and

whiteéBeyond this is a raised floor covere

divan, whose piled cushig are the most tempting trap ever set to catch a lazy
man éLeani n g-leggadcagainst the aushions, with the inseparable pipe in

oneds hand, the view of the court, the wat
servants and dragomen goingck and forth, or smoking their narghilehs in the

shade all framed in the beautiful arched e
sulr7|c1)rised to find how many hours have slipped away while he has been silently enjoying

it.

Taylor probably commissieed the portrait as part of an elaborate campaign to market
The Lands of the Saracéar i or t o the bookds publication, a

Ha s h e @ickappearddn the April 1854 issued®ut namés MBlgmazVinei.on of

171 Bayard Taylor,The Lands of the Saracen, or, Ries of Palestine, Asia Minor, Sicily, and Spéitew York: G.
P. Put n%onsdl1855k 128 Quoted in Holly Edwarbeble Dreams Wicked Pleasures: Orientalism in
America, 187a1930(Princeton Princeton University Press, 2000), 122.
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Has hewasshoa somewhat controversial essay about
Egypt and later appeared in revised form as a chapiérarLand of the Saracern June of

1854, Tayl or wrote again to his wypedimab, expl a
dress, tobe engravedfBrut namé s offMgaheweBradyods studi o mad
daguerreotype and it appeared as an engraving in the August 1854 issue. At about the same

time, Taylor toured the lyceum circuit and lectured in his Turkish cosélroet his travels.

Tayl ordéds campai gn c ul Tnelrmadtokthe Saratemtd witbtthgp u bl i cat i
completion of Hicksbébs portrait in 1855. The
exhibition in 1856 a& Morning in Damascus Hi c krat ofsTaylprexemplifies the way in

which painters, printmakers, photographers, and authors worked together as part of a larger
marketing campaign that benefited everyone involved. Furthermore, the images demonstrate

how Taylor catered to multiple awfices in having his image made in print, paint, and

photographs.

Due to Taylordés intensive |l ecturing schedu
photographs to depict the aut Mothos sfthe Unkeelne s s i
StatesTayl or 6s portrait in both images also recal
writer ometime in the 1840s (fig. E86). Certainly utilizing photographs was not unusual,
particularly for a portrait likéAuthors of the United Stateghere some ofie authors were
deceasedWhen a photograph was necessary, Hi cks mo

For instance, Hi cksds representation of Wi

72 Taylor, to hismother, New York, June 13, 1854 liife and Letters of Bayard Taylok277.
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Bradyodés c. 1860 uthergfig.6458).€°dntFghuary 1860,Theé Grayona
stated that Hicks copied his portrait of Wash
of the writer:

Hi cks has nearly completed the finished st

of Ameri ca, 0 bagg Uhe natue ofe¢he suljectt as well as its treatment,

renders this one of the most important historical pictures of the day. One of the most

interesting figures in the group is that of Washington Irving, who occupies a place in the

center; Mr. Hckshs chosen Newtownodés porftrait as the
Hi cksds depiction of Irving has obvious si mi/l
(fig. 59-60) . However b apdeamW déeg ItrhvainngNewt onds depi cti
ree mbl ance t o Br aollthetasthod(@ B0 (figr 4 ©husy Hicks combined
elements from both images to create his portrait of IrViRg.

While Hicks used photographs for some portraits of the writeAgithors of the United
Stateshed so painted some of the figures from | ife
based on Hicksés 1848 portrait of the author.
Stowe from an earlier study he painted whenssttdor him in 18537 In the portrait, Hicks
depicts Stowe with a severity and sadness not typically seen in other portraits of her. In Alvan
Fi s h ertraith &f Stpme (1853, National Portrait Gallerghe gazes out of the picture plane
with a slight smile. Her hair neatly apérfectly curled, she sits with her hands crossed in front

of her body and wears a black dress with a lace collar and cuffs. In contrast, Hicks painted

St owe with her hair |l oose around her shoul der

173 Hicks painted an individual portrait of Bryant, however, its date and locatiomknewn. See cat. no. 581n
A Biographyof William Cullen BryanfNew York: D. Appletm and Co., 1883Parke Godwin lists Hicks as one of
the artists who regularly visited the elder p&se 2:58.
HSketchings: DoThe Grayort noA2(February $860): 57. O
17> Hicks painted a singular portrait of Irviregter Newtm aroundl860. Presently unlocated,ar per 6s Week | y
described it in thena g a z Manch 2151860 issue. See cat. Bb3.
178 Dearinger 2004270-271.
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theapearance of an individual wunder stress, whi
portrait.

Like Stowe, Henry Wadsworth Longfellow also sat for Hicks in 185m@fellow
National Historic Site Longfellow first mentions the portrait in a letterX@mes Thomas Fields
from August 25, 1855. The author initially expressed surprise that Hicks was to paint him.
Longfell ow asked: fiwhat do you mean of’ Hicksd
Three days later, the author sat for the artismgfellow, somewhat irritated, recorded the
sittings in his journal:

Tuesday 28 [Aug 1855]  Hicks begins a portrait of me.

Wed. 29 Hicks works away all the morning at my portrait.

Thurs. 30 Portrait again, all the morning.

Friday 31 Still working awayat the Portrait. It has consumed a week
of my time!’®

The early author portraits first suggest that Hicks recognized the rising market for the
literary celebrity image. The print of Beecher, as well as those eaunthors, publicized the
ar t i s taddsmade &im acreasingly wadhown. Additionally, since some of the singular
author portraits were creatbdforeHicks received thé&uthors of the United Statesmmission,
this suggests he may have been planning the ambitious picture before heabrad.aIf Hicks
shopped for a patron aswYemk Tribunsuggssted, :@dndtisdi spat c
possible that the artist had a larger part in initiating the Wright commission. Hicks had the
opportunity to meet wealthy patrons through sociabs such as the Century Association, where
both he and Wright were members. A commission such asutters of the United Statesd

its companion portraits likely appealed to Wright as a way for him to compete with fellow

177 Andrew Hilen, ed The Letters of Henry Wadsworth Longfell@®@ambridgeHarvard Univesity Press, 1972),
I1l: 493.
"8 Typed copy of MS Journal, courtesy of Anita Israel, Archives Specialist at the Longfellow National Historical
Site in Cambridge, MA
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patrons and shape the pulpierception by mitigating his connections to slavery as a cotton
broker.
The Patron and His Commission

William Parkinson Wright was born about 1815 in England. He arrived in New York
City in 1832 and began his career as a clerk with the cotton broka&r&gglen, Waddington, &
Co. Wright later established his own cotton brokerage firm, William P. Wright & Co. In 1853,
Wright began publishing a business report enti@etton Circular. As the leading print
authority on cotton, the weekly circular kepaders apprised of crop conditions and financials
such as costs of imports and exports.

By the end of the 1850s, cotton production in the South accounted for ninety percent of
the worl dds cotton mar ket. P | mathetNarth,iwbonsold wn e r s
it to Northern textile industries, then exported it to the milling industries in England. As a result,
cotton brokers like Wright earned enormous profits in the years just before the Civil War. Since
the cotton shipments were proédcthrough slave labor, Wright had a vested interest in the
debate over slavery. It was therefore crucial that the merchant appeared as a philanthropist in the
eyes of Northerner<?

No different from a number of other wealthy New Yorkers at-ogdtury,Wright spent
most of his profits on art. Like fellow patrons Robert M. Olyphant (1B2BE3), Marshall O.
Roberts (1814.880), and Alexander T. Stewart (180876), Wright assembled a large

collection of European and American art. As Lillian B. Millepeined, collections such as

Y"\Wrightoés various partnerships included Gibson & Wrigh
establishedW I | i am P. Wright & New.York T8redulyd/rlg88q. iThed brarpCompanya r vy ,

of Philadelphia has a partial collection of fetton Circular See John Davi NegrolifEa st man Jc
the Souttand Uban Slavery in Washingto®C, ®©he Art Bulletin80, no. 1 (March 199891n73 Also see

Thomas BoazGuns for Cotton: England Arms the Confederé8lippensburg, PA: Burd Street Press, 1996) for a

l engthier discussion on cotton s u mwihholdshipmentsimeffors®0 and t
gain England and Francedbs support for secession.
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these were fashionable, patriotic, and exempl

refined taste to a larger public. Contemporary critics frequently compared merchants such as

Wright to Renaissance princes since tipaitronage of native artists was perceived as an

expression of national culture. Hoping that the encouragement of native artists and the fine arts

would lead to greater public appreciation, critics argued that the American mercantile economy

and republianism would lead to an artistic renaissance. The underlying belief was that the

development of a national art and literature led to the establishment of a refined civifiZation.

Critics explained that this nattaronand aarti giintu'si

individuals must come from the people, and be renowned for those qualities which captivate the

hearts of a free, enthfi'siastic, and high spir
Authors of the United Statédfilled this call for a national art as the setien of sitters

was not limited to one region. For example, Bryant, Cooper, and Irving, who are associated with

the North, appear with their southern counterpavifiam Gilmore Simms (1804.870), John

Pendleton Kennedy (179870) and P. Pendleton G@o(18161850). Simms and Kennedy

were best known for their sentimental novels of plantationdife i | e P. Pendl et on C

poemsromanticized the Virginian gentleman. Otheiters associated with the South included

New Orleans Picayuneewspaper coespondent George W. Kendall (180913)andLouisville

Daily Journaleditor George Dennison Prentice (180270). While the northern dominance

may initially suggest regional favoritism, the selection of authors was more likely due to popular

taste in lierature. Confirmation about the selection of sitters is difficult since the exact

circumstances of the commission are unknown.

A letter written by Daniel Huntington to one of the sitter§/ien of Sciencprovides

180 5ee Miller, esp142-159 and 21819.
Bl Amer i can C®zmopoliah ArtrJeurnat, no. 1 (1860): 2.
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insight into this issue. On May 18857, Huntington responded to chemist John William
Draperds inquiry about who was responsible fo
not responsible for the names seledteeither is Wm. Wright but several have been

c o n s u'¥ Canslering the number of sitters to be included in the commission as a whole, it

is not unusual that Wright sought the assistance of others. It is also possible that Wright simply
provided the funds while someone else oversaw the planning of the portréitghdfs of the

United State®riginated with Hicks, it is plausible that he primarily selected the authors, perhaps

with the assistance of his many literary friends. Regardless who selected theAsittesss of

the United Statesxemplified thedesite or an art fAof a purely popul
through its depiction of American literary figures and provided Wright with an opportunity to

compete with his fellow patrons.

In order to make the public aware of his collections and patronage, \Waghently

opened his New Jersey hoifioe public viewings. Visitors saw European works such as Rosa

B o n h eHorsedair(18531 8 5 5, Metropolitan Museum of Art)
for The BarqueofDanttc. 1822) i n Wr iashviewwed Amasidcah |lendscapes n .

by Albert Bierstadt, John F. Kensett, and George Inness, as well as genre paintings such as

East man DNegro hife io thedSoutfl859, NewYork Historical Society). As John Davis

has demonstr at e dan dWreixghhitbdist icoonl Ipercatcitnidéeegre  par t i
Lifeinthe Southwer e i ntimately rel®ted to his cotton

As someone who depended upon slave labor for financial survival, Wright surely felt the

burgeoning pressure of civil strife detdebate over slavery intensified during the 1850s.

Contemporary | it elnactluer €aloeilesd) raised puldit aavarenéss of

182 5ee Huntington to John W. Draper (chemist), 13 May 1857, JaliaiWDraper Paperd,ibrary of Congress.
183 Davis 1998esp. 8488.
98



slavery and strengthened antislavery sentiments. Five years later, North Carolin&lautror
Rowan HelpepublishedThe Impending Crisis of the So#857), arguing that slavery was not
compatible with industrialization and therefo
development. A shocking attack by a Southerner on his home ré@giehmpending Csis of
the Southnitially saw paltry sales, but soon became vkelbwn and controversial. Authorities
burned ten copies publicly in a North Carolina town and officials in Alexandria, Virginia
arrested a man for owning a capy.

Wright and other northarcotton manufacturers often attempted to counter abolitionist
accusations of cruelty and inhumane treatment of slaves. In response to publications like
Hel per 0s, New York merchants deveEhellvye€atona pr os
States ad New York; or, Remarks upon the Social and Economical Aspects of the Southern
Political Crisis( 1 8 6 0) . The pamphl et argued that sl ave
humane, and Christian considerati efmoedfaomd t hat
and prevented abus® As Davis explains, paintings suchMesgro Life in the Soutthat
depicted idyllic slave life supported such mercantile viewpoints. Wright frequently loaned
Negro Life in the Souttor exhibition, thus demonstrating thiae realized how his collection
could influence public opinioff® One might argue that the Wright Commission served a similar
pur pose. I f Wrightoés gallery of famous Amer.
public might have seen the patronagghilanthropic individual who utilized his profits from a
slaverelated industry to benefit the American public by honoring native genius. In fact,

contemporary journals such @ke Crayorand theCosmopolitan Art Journgbraised Wright for

184 For the discussion on Stowe and Helper, see James DTHare Popul ar Book: A History o
Taste(New York: Oxford University Press, 1950), 1123.

185 Quoted in Davis 19986n75

1% pid., 85.
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his generosy.

However, not everyone was SO I mpressed wit

Wright initiated it in the spring of 185The New York Time=xpressed skepticism about his
possibility of finding thirty sitters for each portrait. The newspapé¢edia

This is certainly a very liberal commission, and we are glad to know we have so
magnificent a Maecenas among us. But where are all the distinguished persons to be
found who are to fill up these monster canvases. Thirty distinguished living personage
in one frame, and four pictures of that magnitude will require no less than one hundred
and twenty subjects. We shall expect to see an advertisement in the morning papers,

headed thus: AWanted' A few |iving personag
references required. o We might suggest the
officious ™’

One week later, the newspaper continued to mock the commission, particularly in regards to

R o s s iMerehands ©f the United States

It will be no very difficultmatter to get together thirty men of science, of literature, and

of art, though there may be some difficulty in grouping them; but where are the thirty
eminent merchants to be found, and what is to be the standard of greatness with merchant
princes? How may millions must a merchant have accumulated to entitle him to

pictorial honors? Every man should be painted with his bank book in his hand, in which

his wealth should be inscribed. Of all human greatness there is none so brittle as that of a
merchant; henay be the greatest man in Wslteet teday, and a nobody tmorrow.

We have a few eminent men who have amassed fortunes by trade, but they have achieved
greatness by other deeds than those connected with their ¢iling.

The criti c 6 serchantslportrait Is aot smrprisihghespeaially considering that when
The New YorRimescommentary was published in the spring of 1857, the United States was on
the cusp of its worst financial decline in several decades. A general recession begé#adlinfthe
1856; however, it was not until the following summer that the bottom fell out. On August 24,

1857, the New York branch of the Ohio Life Insurance and Trust Company failed. Mass bank

187 Maecenas refers to Caius Cilinius Maecenas, a confidant and advisor to Roman emperor Octavian and important
patron of the arts. His name became a byword for wealthy patrons of the arts in the nineteenth cent&ye e i A
Chance for Di s tTheaNgew YoskTimmgMarehe3d,48bh s , O

i The Four Girhe New Yérk Timespril®,s1858.
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failures followed and businesses closed at an alarming rate.tB@@after, the British began

removing funds from U.S. banks, grain exports decreased due to the end of the Crimean War,

and railroads failed after land speculation programs collapsed. Known as the Panic of 1857, this
financial crisis devastated many &nicans-> In addition, violence over the intensifying slave

debate erupted along the Kanddissouri border and only made matters worse. The uncertainty
over current domestic events might | ead one t
advised. ‘et the cotton market remained relatively stable during the economic crisis and as a

result, Wright was initially capable of financing the commission.

DespiteThe New York Timésskepticism over the merchants portrait, audiences were
increasingly reggtive to group portraits as forms of national expression. In 1860, after Rossiter
completedvierchants of the United StatgheBoston Transcripexpressed the hope that such a
Anati onal pictureo could find ailehiorameor i n a pub
Chamber of Commerce. The article further st a
publ i c e Thusnahen VWright red the four artists to paint the large group portraits,
he was contributing to a tradition of gropprtraiture and the galleries of great men.

Nationalism and Group Portraiture at Mid -Century
In commissioning a gallery of famous men and women, Wright participated in-a long

standing tradition in the history of drt: Since at least the fifteenth centuwealthy patrons had

189 For a more extensive discussion on the Panic of 1857 and the Civil War, see James L TiHas®amjc of 186

and the Coming of the Civil WéBaton Rouge: LSU Press, 1987) and Charles W. Calomiris and Larry Schweikart,

iThe Panic of 1857: Or i g i nJsyrnal dfrEeconomic HistosHil, man 4 (1981): 837 Cont ai n
834.

i politics aodkBgsion TransariptNavembey 20, 1860.

¥y am specifically thinking of Andrea del Castagnoods F
the Villa Carducci (Florence) and t he postudiolegli4i0s). of f am
For more on Carducci and Montefeltro, see John R. Spehedrea del Castagno and His Patrofidurham and

London: Duke University Press, 1991); CeduljfiofankblianCl ough,

Renaissancerfice The Case of F e d\gibbus et idistodasl6, Mo 3ilt(1895) 390; and , 0
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commissioned artists to paint galleries of famous men to honor their accomplishments. As
previously mentioned, this tradition originated in the United States in the late eighteenth century
with Peal eds por t anaherbesig BHilddephig andthe cétlectoo at Newi o n
York City Hall. The representation of great American men continued throughout the first half of
the nineteenth century in the form of biographical badks.
For instance, Joseph Delaplaine publisbeth p | ai neds Repository of
Portraits of Distinguished American Charact€fs815), which included portrait engravings after
Peale, Stuart, Trumbull, and John Singleton Copley (AI83%). John B. Longacre and James
He r r iThe §ld@tienal PortraiGallery of Distinguished Americar§$824), William H.
B r o wPoirait Gallery of Distinguished American Citizefsl 8 4 5 ) , Benson J. Lo
Biographic Sketch of the Signdrs1 8 4 8) , and Ab nllestrated Amedcat Jonesos
Biography(1853), soon fobwed In 1854, Samuel Hueston publishiBte Knickerbocker
Gallery, a compendium of articles by contributors to ireckerbockemagazine. Engraved
portraits of the authors accompanied their essays. The volume included seventeen of the forty
four writers in Authors of the United Statesid testifies to their popularity. Therefore, it is
possible that books likEhe Knickerbocker Gallergerved as a reference for the selection of
sitters.
Aroundthe same timeylathew Brady established Hiational Galley of
Daguerreotypes Washington, DC and publish&dhe Gallery of Illustrious Americar(4850)
with Charles Lester. Brady and Lesterds book

engravings accompanied biographical essays. It differed fremthiers only because the prints

Luciano ChelesThe Studiolo of Urbino: An Iconographic Interpretatigniversity Park: The Pennsylvania State
University Press]1986).

192 The discussion that faivs originated withconversations I had with Wendy Wick Reaves, Curator of Prints and
Drawings at the National Portrait Gallenplso see Mary Panzekjathew Brady and the Image of History
(Washington DC: National Portrait Gallery, 1993%:69. This syropsis derives from both Reaves and Panzer.
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were engraved after daguerreotypes as opposed to oil patttaitsheory, the purchase of these
books provided an opportunity for the public to own their own gallery of famous Americans.
However, most of these publicati®failed to sell because of high production costs coupled with
low demand.

A more affordable alternative appeared in the form of the group portrait print. For
example, the National Miniature Gallery of An
United States Senate Chamligaiter James Whitehorne, after daguerreotypes by VictodPi
and Edward Anthony) (fig. §4n 1846. TheAmerican RevieWl e scr i bed t he i mage
nearly what took place in the Senaftom Chamber
l egi sl at i v & Theiprdntincludedminetg@ver2portraits of politicians in the gallery
and balcony of the Senate chamber. In 1854, Doney created another group portrait of American
luminaries,Distinguished Americans at a Meeting of tew York Historical Sociefgic] (after
Julius Gollman). With only fortyine portraitsPistinguished Americansr e pr esent s an |
view of the large Chapel of University with the New York Historical Socigig] [n session.
The heads withoneorwo excepti ons we P eThepest knaweafthdse om | i f
group portrait typesitedSateRSerate ChambafHAiDt 1@aEh ur c hod s
Peter Rothermel, after daguerreotypgsVictor Piard) (1855) (fig. 68 In this image, Henry
Clay introduces the Compromise of 1850 to the Senate.

I n a sal e advert iUntethStatas Semdte CAmpbaimbdishiersu r ¢ h 6 s

Butler & Long described it as

“¥panzer, 60. Al so see Gordon N. Marshall, fThe Golden
American Portrait Printsed. Wendy Wik Reaves, 282 (CharlottesvilleUniversityPress of Virginia1984)

3The United St atAemericad Reviewt (46C48a. mber , O

1% NYHS Minutes, January 3, 1854, published in R. W. G. \Kaiickerbocker Birthday: A Sesg@ientennial

History of the NewYork Historical SocietyNew York: NewYork Historical Society, 1954)110-111.
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a work of art, it as far transcends anything hitherto produced in this country, as ttke peri
chosen for illustration surpasses, in interest, any since the memorable July of 1776. It is

not our intention to dwell on the political events of the time, or on the danger when they
seemed to threaten our beloved Union; it is sufficient for us to khatxthey were

averted by the strong good sense of the People of America, aided by the brilliant talents

and intense patriotism of her chosen Statesmen and Orators. Many of these have since
passed away from us, but t brgofagiestnatioh? | i ved

The publisherdés commentary first suggests tha
than independence because it averted secession and civil war. The publisher also suggests that
crisis could be averted once again throtgmembrance of patriotic actions as pictured by the
individuals in the print. Thus, the print functioned as both a political and didactic image. A
commentary published ihhe Crayorechoed this sentiment in Decemi&60, justone month
after Hicks commted the sketch dfuthors of the United Stateg\n unidentified critic wrote:
Notwithstanding political commotion, the art world pursues the even tenor of its way.
Artists are busy in their studios with the harmonies of nature, not its discords. W can
help but think that the general cultivation of artistic feeling and perception would be of
great political advantage. If it is not calculated to cure, it might prevent social
disturbances that now seem to be due more to exaggerated cerebral actanytheng
else. We have too many patriots like Peter the Hermit, and f3aigdarebones, men
who are dominated by one idea, who are enthusiastic through conceit rather than through
judgment; a slight infusion of artistic sensibility would render thedacjous as well as
enthusiastic. But we have to chronicle the patriotic efforts of artists, and accordingly turn
t o t H%émé.
In other words, a national culture could succeed where politics faflettt should remain
unaffected by political strife and pgps even had the ability to restore harmony and prevent
di scord through depiction of Anational 0 subj ec
frequency as a result of this call.

Chri st i anMedofRrogeess@d62 Qi 64 celebrated Amgcan scientists

and inventors whose discoveries and products advanced the sciences and mechanical arts. The

19 Advertisement published in unidentified testiratorial files, NationaPortrait Gallery, Washington, DC.
Y"HSketchings: DoThe Grayorg noAl?2 {DecEnbed60):B530
198 See Miller, 228229.
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portrait included men such as Samuel Colt, inventor of the revolving pistol; Dr. William Morton,
discoverer of anesthesia; Samuel F. B. Morsestahd inventor of the telegraph; and Jordan
Lawrence Mott, who developed the ctirning cook stové®® Mu ¢ h | i kAuthdfsiotthes 6 s
United Statess n d R o Beradhdnts of the United StateSchussele organized the men of
progress around a tablethe center of the canvas. Schussele selectively placed their drawings
and mechanical inventions throughout the image. Benjamin Franklin presides over the scene in
the form of a portrait located in the upper left corner. His inclusion connects themmoeleof
progress to their historical past and connot es
Schussele completed the portrait, John Sartaiarbeggraving it in 1861 (fig. §5 Once the
engraving was finished, the painting was exhibited in Newk in 1862. A flyer that
accompanied the portrait at exhi btisgtosmehmenel ebr ¢
as constitute this group that modern civilization owes its chief triumpf8 Thass, the men of

progresswere exemplars ahdividuals whose personal labor was for the betterment of American
society.

F. O. C. Dar | ey a Washirgtorr Invisgtand dis LitSaryh-tesnds atl e 0 s

Sunnysid€1864) (fig. 66 also exemplifies the group portrait as a form of nationalesgior’

|l nspired by SiTWaltean&cstt afrdaHes dit@rary Friends at Abbotsf¢t854

Sleepy Hollow Restoration, Tarrytowrparley depicted Irving surrounded by his colleagues in

the comforts of his home. A bust of Shakespeare appears thieoaethors in the background

and serves a function similar to the statue of the Bafduthors of the United Statesuggesting

that the American authors carry on the legacy of the English playwright. Like the other group

9The NationaP or t r ai tpainGmais d senallgr dession of the portrait owned by the Codfewitt National
Iz\éléjseum of Design. For a complete list of the sitters and their inventionSaseand Miles122 and Gerdts, 55.
Ibid., 31.
21 parley first drew the @up portrait before it was copied in oil by Christian Schussele and then engraved by
Englishman Thomas Oldham Barlow.
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portraits,Washington Irving ath his Friends at Sunnysideas also engraved and made available
to the public Eleepy Hollow Restoration, TarrytownVhen the portrait was exhibited 1864
an accompanyingamphletexplained its national significance:
The production of this charming pise will be universally regarded as a National event.
It is, in the truest and completest sense, a National picture, and has an interest to the
cultivators and lovers of American art, and American literature, which no work of the
kind heretofore preserdeo the American public can rival. For whatsoever point of view
it may be regarded, artistic, literary, or personal, it challenges with a peculiar force the
national acceptance, and the national admiration; presenting as it does the very
embodiment andantral uniy of native geniug>
Dar | ey an dwWaShngtandnsng and lissFriends at Sunnysidel i k eAutHdrsofk s 6 s
the UnitedStates embodied the national expression for which the critics calbadcelebration
of both art and literature. Wi | e Huthork of ihesUnited Statebares affinities with the
group portraits mentioned above, its significance also lies in the inclusion and placement of
women within the image. Women had been previously included in group portrait prints. For
exanpl e, women a pJpitedaStates Senate Chamled ¢ Whi t @ndddur c hd s
States Senate Chamber A.D. 188@ere they are marginalized to the background and balconies
and serve as spectators to historic ev&fit8y contrast, the women iuthorsof the United
Statesappear in the foreground of the image, where, one might argue, they appear as equals to
their male counterpartsAuthors of the United Statest only serves as an example of
nationalism and literary celebrity, but also as a reprasientof the changing status of women at
midcent ury. Mor eover, Hi cksds sAuthgauoftler portr ai

United Stategsrebypr oduct s of the | arger fAmachined of t

industry, and are also densirative of the circuitous nature of celebpiypmotion

M2geeSk et ches of Distinguished American Authors, Represe
Washington Irving and His Litary Friends, at Sunnysid@&ew York: Sanford, Harroun ar@o., 1864), 3.

203 Certainly the representation of women in the background of the U. S. Senate images was not too unusual since
women were not yet allowed to serve in the Senate.
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Chapter 5: Elisha Kent Kane

On Janwuary 4, 1859, an anonymous group of
of New York, o presented Hicksébés por-Y¥akait of D
Historical Society. The portrait was covered with a map and unveiled as Reverend Dr. Frances
L. Hawks eulogized the Arctic explorer. Reportedly, the presentation was so moving that many
were brought to teaf8? The portrait is one of four painted bijcks over the course of eight
years. The artist created a second version (1859) (fig. 68) and a small copy (c. 1859) (fig. 69) for
the Kane family. In 1866, Hicks made another portrait of the explorer for the Kane Masonic
Lodge in New York City (fig. 8).°® Initially it may seem curious that Hicks painted four
portraits of an individual who has disappeared from public attention and memory in our era.
However, in the nineteenth century, Americans revered Kane as one of the greatest heroes who
ever lived.

Over the course of his short life, Elisha Kent Kane built a reputation as a world traveler,
naval surgeon, and explorer. He is best known for his participatitve 1850 and 1853 search
expeditiondor lost British explorer Sir John Franklin (178847). Franklin disappeared while
trying to find the Northwest Passage and the mystery of his fate captured both British and
American popular imaginations. Contemporary newspapers and journals sucNeaw therk
TribuneandHa r p e r 6 kept\Waderds@pnsed of the latest information about the
expeditions. As a result, Americans became enchantedkaith s cour ageous behayv

searching and exploring the unknown far North. Kanlelishedwo accouns of his

204 Angie King Hicks,J anuary 31, 1859, MS diary, PriVeNevYeorl!|l |l ecti o
Times January 5, 1859.

205To avoid confusion between the multiple versions, the portraits will be referenced in regards to their current

locations. For example,éiNewYork Historical Society portrait will be called-MHS; the Naval Academy

Museum and National Portrait Gallery versions, NAM and NPG; and the Kane Lodge portrait will be called Kane

Lodge.
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experiencesThe U. S. Grinnell Expeddn in Search of Sir John Frankl{i854) andArctic

Explorationsi n t he Ye ar €85&)85tl8hookd eeame irdntedidiestselles

because they provided readers with firsthand accounts of the expeditions. As a result, Kane and

the Franklinexpgi t i ons | aunched Americad6s obsession w

Inthemidni net eenth century, the unknown Arctic
grandeur. Men like Kane, who were willing to sacrifice themselves in pursuit of scientific
knowledge for the bettment of humankind, were seen as heroes. Ninetesmiury
Americans identified the conquest of the Arctic with virtue and honor. In other words, the
exploration of the Arctic exemplified the good character of man under extreme contfitions.

Arctic exgdoration also fulfilled Manifest Destiny and offered the United States a chance to
enhance its reputation on the world stage and was thus promoted through nationalism at mid
century.

Despite the fact that Kaneosmeecappahlddstili ons f
revered him as a national hero. This was | ar
pursuit of knowledge, a factor which contributed to his untimely death at the age otévieny.

In addition, Kane and his family mgoulated the popular press to construct his heroic public

persona through text, image, and speech both before and after his returns from the Arctic
expeditions. This chapter considers Hickso6s
Ame r i c dascnationewith the Arctic region#he creation of an American hero at a time of
national distress; and the ways in which a celebrity image could be created and manipulated in
the popul ar press. I compare Hhekadsipobosr ai

contemporaries such as Mathew Brady, Alonzo Chappel, and J. B. Wandesforde. | also examine

206 Michael F. RobinsorThe Coldest Crucible: Arctic Exploraticand American CulturéChicago: The University
of Chicago Press, 2006), 6.
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the ways in which Hicks utilized the Kane portraits to increase his own fame. A close technical
examination of the portraits provides insight intoghe t i st 6s wor ki ng process
to work from photographs. In conclusion, | de
larger cultural phenomenon of celebrity and a new interest in the Arctic atemidry.
Elisha Kent Kane as ArcticHero

Elisha Kent Kane was born into a prominent Philadelphia family on February 3, 1820.
His father, attorney John Kintzing Kane (178866), eventually became the U. S. District Court
Judge of Eastern Pennsyl vani ab188Kwastheéd s mot her
daughter of Thomas Leiper (174825), a Revolutionary War hero and powerful Philadelphia
tobacco merchant. As a prominent Philadelphia family, the Kanes were attuned to the importance
of social status and public perception. They took spea | care to ensure that
occupations reflected well upon the family. This vested interest was particularly important to the
way in which the American public came to know and love the eldest Kane son,®lisha.

As a young man, Kane enrollatithe University of Virginia, where he pursued interests
in engineering and the natural sciences. It was there that he suffered his first attack of rheumatic
fever. The illness plagued Kane throughout adulthood, often leaving him bedridden for weeks at
a time. In an era where strength, bravery, and aggressiveness were deemed necessary

characteristics in order to maneuver successfully through society, the weak man plagued by

X7 am indebted to a number of Kane biographers for thi

Mar k Met z IRaising Kaaavnklishé Isent Kane and the Cudtaf Fame in Antebellum America

(Philadelphia: American Philosophical Society, 2008) because it is the most recent and most accurate account of
Kaneb6s |ife. I was also interest edcentury. Rlemessaabkanet e xt as
biographies include: David Chapigxploring Other Worlds: Margaret Fox, Elisha Kent Kane, and the Antebellum

Culture of CuriosityAmherst: University of Massachusetts Press, 2004); George W. CDmé&ane of the Arctic
SeagqPhiladelphia: Tem University Press, 1972); Jeannette Mirdkljsha Kent Kane and the Seafaring Frontier

(Boston: Little, Brown and Company, 1954);Samuel M. SmucKee, Life of Elisha Kent Kane, and of other

Distinguished American Explore(Rhiladelphia: G. G. Evans8&0); and William ElderBiography of Elisha Kent
Kane(Philadelphia: Child and Peterson, 1858).
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frequent illness would be quicklI| pecdmef t behind
vigorously active, believing it would not onl
masculine. From that point forward, Elisha Kent Kane ignored all medical advice against
strenuous activity.

After graduating from the University of Vingia, Elisha returned to Philadelphia where
he studied medicine for three years at the University of Pennsylvania. Upon his 1842
graduation, Kaneo6s family hoped he would open
Philadelphia. However, the routine lifeatity physician was unappealing to the ambitious
young Kane. I nstead, he joined Caleb Cushing
May 1843. This diplomatic trip was the first of many adventures that took the explorer to the
farthest reachesf the globe. Two months into the journey, he was appointed naval surgeon.

Over the next two and a half years, Kane visited Asia, Egypt, South America, and
Europe. Throughout his adventures, the inquisitive Kane continued to investigate the natural
scences. Reportedly, he routinely placed hi ms
For example, while in the Philippines, he had himself lowered into the Taal volcano to collect
samples of minerals and water that he believed contained sulzigi In Egypt he climbed
the colossus of Amenophis 111 to read hierogl
As historian Mark Metzler Sawin noted, exploits such as these had less to do with knowledge
and more with bravado: the Egyptianl&tb were only twenty feet above the ground and could
easily be read from belof#® Regardless of their veracity, these stories later formed the
foundation for Kaneds heroic public persona.

When Kane returned to Philadelphia in the late summer of 1845asiene of the most

208 5awin, 30.
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well-traveled Americans of his time. He had crossed the Atlantic four times, visited five
continents, and traveled some forty thousand miles. Throughout his journeys, Kane wrote letters
to his family in Philadelphia and kept detaifjedrnals. His father and younger brother, Thomas
Leiper Kane (1822883), encouraged him to publish his writings as a travel narfativéane
left Philadelphia in May 1846, sailing to Africa with the Navy. A year later, he entered the
MexicanAmerican Wa where he was wounded in battle. He convalesced in Mexico and again
wrote to his family. Elisha emphasized which parts of his letters he wanted his father to play up
in the newspapers and where he wanted the stories published. Philadelphians soen becam
enamored with their hometown heéf8.However, Kane was not the only man whose courageous
actions drew the attention of the American public in the late 1840s. By 1848, American
audiences were enthralled with the story of another adventurer, the Batighafficer and
explorer Sir John Franklin.

In 1845, the British Navy sent Franklin with two ships and 129 crewmembers to the
Arctic to complete the Northwest Passage. When nothing had been heard from the men by 1848,
the British Admiralty sent sear@xpeditions to the northern coast of North America. American
newspapers and magazines picked up the story from the British press and American audiences
became fascinated by the mystery. Soon after
Lady Jar Franklin (17911875), made direct appeals to President Zachary Taylor {13%d)
for Americads assistance in the search. The
(17991874), a wealthy New York shipping merchant who offered to donatehiws ® aid the

search. In January 1850, with the support of the President, Congress debated the benefits of

209 Thjs particular narrative was never published; however, some of his letters and journals survive in the Elisha
Kent Kane Papers at the Ameridahilosophical Society in Philadelphia.
210 sawin, 4951.
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American involvement in the expedition.

As Arctic historian Michael Robinson has explained, at-o@dtury there were no
immediate justificatias for spending time and resources to search for Franklin. The benefits
associated with the expedition were less material than symbolic: participation would increase
Americads reputation on the world st age. Dep
States the opportunity to demonstrate its own scientific prowess. The prospect of being the first
to discover the Northwest Passage as well as the first to discover the Open Polar Sea spurred
national suppot™* Amer i cads i nvol ve tive distractoh feom domésfice r e d a
disputes over new territories acquired during the Mexisanerican war and the escalating slave
debate. If the country could not unify politically, then it could rally behind courageous
American men who sought to conquer &retic. It was in this period and climate that Kane
decided to devote his life to science and exploration. In March 1850, he wrote to the Secretary
of the Navy, William Alexander Graham (18Q2875), requesting attachment to the newly
approved Arctic exgdition. Two months later, on May 22, Kane shipped out with the U. S.
Grinnell Expedition and crew aboard thdvanceandRescue

Al 't hough Kaneds family still wanted him to
the attention and respect his adftees could bring to the family name. Each time Kane wrote
home, his father and brother immediately published excerpts from the leftérs Mew York
Daily Tribunei n ef forts to attract nai?Theseariclesaweteent i o

ad so peppered with accounts of Kaneds past exp

211 Robinson, 2829. The Open Polar Sea theory suggested that there was a warm body of water in the Arctic
surrounded by ice and land. Robert Thorne, a sixtesettury English merchant and cartograptiormulated the
theory. The theory has since been disproven. See Sawi2,. 71
212 Because Elisha was the first to provide the American public with information about the search, the public gave
him credit for the expeditions. This is why the expedgionar e frequently referred to as
though he was captain only on the second search.
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Whil e on board the rescue ship, Kane kept the
captain, Edwin J. De Haven (181865), did not want the task traditially performed by the
senior officer. Thi s Thel 5. .Grinoell Expeglition in Searthaoh e 0 s
Sir John Franklin(1854)** Due to his familydéds promotional ef
celebrity by the time he returned home ib18

Almost immediately upon his arrival in New York City, Kane campaigned to lead a
second expedition in search of Franklin. He theorized that Franklin made it to the Open Polar
Sea and was stranded there. If a search team could discover the locatidfane was certain
Franklin would be rescued. Although Kane used the search for the British explorer to justify his
second trip to the Arctic, the real reason was his passion for adventure and scientific discovery.
He wanted to continue collecting speens and the scientific observation of the Arctic
landscape, flora, and fauna he began on the first expedition. This combination of science and
humanitarian action turned Kane into a media darling and virtuous hero. For nineteetotty
Americans, a éro was no longer defined by actions alone, as he had been in the past. A writer
for The Knickerbockemagazine explained that heroism involved more than courage and bravery
on the battlefield and included those who pursued science in order to advaraetjwuimhe
aut hor AAyraulto wrote:

Heroism in the nineteenth century has assumed a type of things grander and more

beautiful to come. It is rolling back the waves of ignorance to their source. It finds

ample room for the exercise of its prowess @ plirsuits of science and of song, in the

elevation of human propensities, and in the propagation of those words of truest import

the WORLD®S GREATEST HERO uift ered eighteen

In other wordsthe midcentury hero was a man of good morahetter, both courageous and

intelligent, seeking to enlighten humankind through scientific discovery and knowledge. This

213 sawin, 83.
Z4Ayraul t, fAHer dheKnickenbdcker erNew Yorklontfily Magazifene 1855): 6.

113



was precisely the kind of hero Kane epitomized and was publicized as by himself and his family
upon his return.

One day after the i@nell expedition returned to New York harbor, a detailed narrative
appeared ifhe New York TimesmmdHar pgo s agreed to publish Kan
his ordeals in the Arctic. Joseph Henry (1-2878), the Secretary of the Smithsonian
Institution, requested that Kane give lectures to both Congress and the public about his scientific
observations of the Arcticdés flora and fauna.
fiscal support for the second expedition. During his speeches,w@maudiences and his
financial backers by peppering his scientific discussions with tales of Arctic life. The explorer
made an indelible impression upon attendees. After hearing him speak in Boston, one woman
wrote @Al am with jowneysandwhen litum toggdzé onthddarkr we ar
magnificent landscape, | can almost realize the solemn, the dreadful stillness of the Arctic night
as [Kane] so vividl yYWEadepathetceans | wasepgarilb:
to tell a godl story about the dangers of the unknown Arctic.

Since the first quarter of the nineteenth century, the Arctic had captured American
imagination. Information about the region first came in the form of newspaper and magazine
reports about early Britislkep e d i t i o nAthenaeuBaonsdt oPnhoi sl Sauirddy p hi a 6 s
Magazinepublished stories about the latest exploits of British explorers such as John Ross
(17771856) and William Parry (1790855), who, like Franklin, also searched for the Northwest
PassageThese reports, coupled with romantic notions of the sublime, established the polar
region as a place of awe and wonder. Only individuals with a scientific mind and manly

character dared risk their lives for the pursuit of knowledge and empire. Arclaratiqn was

215 Quoted in Robinson, 41.
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also readily identified with Humboldtean science.

Nineteenthcentury Americans revered the German scientist and explorer, Alexander von
Humboldt (17691859). They saw him as a hero who documented scientific and physical
phenomena in his ferts to demonstrate global interconnectedness. His dedication to furthering
knowl edge and unraveling | ifeds mysteries for
of his good moral character. Kane was a follower of Humboldtean science. In bisfeear
Franklin, he poised himself as a global humanitarian and as a seeker of scientific knowledge.
Despite his noble efforts, Congress denied Kane funding for his second expedition. Franklin had
been missing for five years and no one believed thatduddibe found alive. For Congress,
another search was simply not worth the risk
and scientific ambition gained him the support of the Smithsonian Institution, the American
Philosophical Society, the Navab8ervatory, the Philadelphia Academy of Natural Science, and
the American Geographical Society. These institutions provided both financial support and
supplies for the second expeditidf.

Despite his noble intenti odandisndwcorsidlseds econ

#°See Robinss, 2225 and David Chapin, fA6Science Weeps, Humanit
Mour ns EI i s hrhe PEmnmgylvanidkNagaeine @f History and Biograp2$, no. 4 (October 1999): 286

288. During the time between expeditions, Kane met andrfddve with one the most controversial women of the
nineteenth century, fi s EL89B)i Fox, alangvptle herdsistdf Kateg daimedito hBve the ( 1 8 3 6
ability to communicate with the dead via knocking noises. For instance, they wouldessions of the spirits who

would then respond through a series of raps. Many luminaries, such as William Cullen Bryant, Nathaniel Parker

Willis, and James Fenimore Cooper, attended their séances and were impressed by the women. Although the sisters
wereproven frauds by the end of the century, they are now considered an important aspect of the spiritualist

movement in the nineteenth century. An association with a woman of such dubious nature could only result in
disaster in the egmst bé Kamedesf famely.fi Fst meeting to
worked to hide any connection between the two lovers. Nevertheless, Kane loved Fox deeply and their relationship
continued sporadically for the remaining three years offieisTihe battle between Fox and the Kane family is

legendary in the Kane literature. A ghost written book entileel Lovelife of Dr. Kang(New York: Carleton,

1866) contained much of the correspondence between Kane and Fox that has since beedttisan/iKane

commissioned lItalian artist Giuseppe Fagnani to paint a small portrait of Fox to take on the second expedition. The
portrait has since been lost. See Sawin;18B, Corner, 10446; and Anne Braud®adical Spirits: Spiritualism

andWome 6 s Ri g ht s-Cenmry AhiencgBloemengtonhindiana University Press, 2001).
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to be one of the most-firepared in history. When tiAelvancdeft New York harbor on May

31, 1853, it had a crew of eighteen men and a sickly, tthirseyearold celebrity at its helm.
Although Kane and a few other crew mmens were part of the first Grinnell expedition, the
particularly harsh Arctic winter nearly overtook them. Ruvanceroze into the ice the first
winter, and the crew suffered from scurvy and other maladies as the result of living in dark,
damp, and dd quarters. Although the crew lined the interior of the cabin with moss and mud in
an effort to stay warm, temperatures were often well below zero. Several crewmembers lost
appendages due to frost bite.

Kane also had difficulty maintaining disciplinén summer 1854, when it became clear
they would have to endure a second polar winter becaugalttacewas still not free from the
ice, the crew mutinied. Eight men left in an effort to escape to the Danish colonies in Greenland,
only to return afterealizing they would never make it there alive. Five months later, in May
1855, Kane finally accepted the fact that they would have to abandéwltheceand head
south. With two small boats and the remaining provisions, they arrived in the smatiftown
Upernavik on the western coast of Greenland three months later. In the end, the expedition lost
three men and the remaining crew would not have survived without the help of Inuit peoples.

When Kane and his crew had not returned by the fallof 18&84nk¢ 6 s f ami |y | oblt
Congress to send a search party. The rescue team left New York on the second anniversary of
theAdvancé s departur e, May 3Releasein®tbeBretic. dmecrewwo s hi ps
included EIli shadés vyouanger Threb and halireonths latepthen Ki n't
American ships met the Danish sivfarianneleaving Godhavn, a small town south of
Upernavik. The Americans noticed much excitement on boaliém@mnneas two small boats

were lowered from the brig and headeddods theRelease John K. Kane, Jr.
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in the boats were longearded and weathbeaten; they had strange, wild costumes; there was

no possibility of recognition. Dr. Kane, standing upright in the stern of the first boat, with his
spy-glass hung around his neck, was the first identified; then the big frame of Mr. Brooks; in
another moment al |l hand¥ Itwdsthisimageof Keme as hemic boar
Arctic explorer that was propagated by his family upon his return.

AlthoughKaneds health began deteriorating shor
him from beginning the narrative of the second expedition. Kane signed with publisher George
W. Childs (18291894), who immediately began promoting the book throughdwsaompany,

Childs & Peterson. Childs made press releases to newspapers and magazines such as the
Philadelphia LedgeandtheA mer i can Publ i sher so . CikeMeWlSar & Li
Grinnell Expedition Arctic Explorationsalso contained engrawgys, maps, and scientific

notations.Thepr omos expl ained that the publisher was
worthy of the subject, and judging from the fact that the estimated cost of its production is

upward of $20,000, we have every reasohetieve that it will be one of the most magnificent

and el aborate wor ks ever?®Childsalsoconfmissioneda he Amer
biography of Kane that played upon his role as noble American hero. As Sawin notes, since

Kane was seen as a natibharo, purchasing the book was equated to an act of patriotism.

Despite receiving numerous lecture invitations, Kane rarely appeared in public due to his
failing health. Lady Jane Franklin refused to give up the search for her husband despite the fact
that Scottish explorer Dr. John Rae (1818 93) di scovered Franklinds
testimony in 1854. The Inuits told Rae that after the ship became stuck in the ice, Franklin and

his crew attempted to escape on foot, eventually succumbing tgtteene conditions.

217 Quote in Corner, 223.
218 Quoted in Sawin, 278.
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Nevertheless, Lady Jane Franklin wanted to kn
Kane and the U. S. government once again. Kane declined to lead a third expedition and instead
agreed to promote a new search. Kane lefEftgland in October 1856 and upon arriving was

struck with another bout of rheumatic fever and collapsed after meeting with the British

admiralty. In November, Kane left Europe for Havana, Cuba, hoping the warmer climate would

cure his illness. While emoute, he suffered an apoplectic stroke that rendered him partially

paralyzed and unable to speak. He gradually regained some mobility, but suffered another stroke
and died on February 16, 1857.

Kaneds demise prompt ed anlicgriefpToeaiegctdesonyt ed o u
public funeral that surpassed Kaneds in size
course ofthemonthong journey that brought Kaneds body
thousands of Americans turned out to payrthespects to the great explorer. The procession
passed through major cities such as New Orleans, Louisville, Cincinnati, and Baltimore. Kane
lay in state in each city and major ceremonies were staged to honor the national hero. When
people couldnotate nd public events, they |ined the ri\y
passed through the countryside. As David Chapin explains, Kane was worthy of this enormous
outpouring of public mourning because he was understood as a martyr of science who had
sacrificed himself for the betterment of mankfnd.

Furthermore, Kane died when the division between the North and South had reached a
critical point and many Americans saw him as
appealed to all classes il @gions; he signified a cohesion that could not be achieved by

contemporary American politicians. In other words, Kane was a man who sacrificed himself for

Chapin, fiScience Weepséo, 277.
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the advancement of America when national leaders would not do thé¥aReports of the
funeralpr ocessi on provide evidence of KBaltmerés symb
Americanr eported that @Aon no occasion have our ci
greater earnestness of purpose, in manifesting their appreciation of dgtegyworth and
emi nent services. o When Kaneds body arrived
di splayed a flag that read APhil adel phia mour
science and humanity. o A SAmniodrhea Wed d «d,i nHuwmsa rbiat
Wor |l d Welepsthe four short years between Kaneo:
Civil War, Kane became an iconic symbol of cultural unity for the American people. This would
not have been possible withoutthd f or t s of Kaneds family, and o
to immortalize the fallen Arctic hero through visual images.
The Portraits

The N'YHS painting is a halfength portrait of Kane in profile (fig. 95). He sits at a
table filled with objectshat signify his occupation as a writer and scientific explorer.
Momentarily pausing from his academic pursuits, Kane gazes expressionless out of the picture
pl ane and appears unaware of the vieweros pre
seacape. Confronted with a slightly larger than life image of the heroic explorer, the viewer is
encouraged to contemplate and be inspired by the virtuous deeds of a man who placed the pursuit
of scientific advancement and his country ahead of his ownbe&il.

Hicks organized the composition horizontally with the sitter and objects pressed to the

picture plane. The painting is divided into two parts by a green and blue striped curtain that

220 Chapin,Exploring Other Worlds295297.
221 5ee theBaltimore AmericanMarch 11, B57 and théennsylvania Inquirer and Gazettdarch 13, 1857.
Quoted in ChapinExploring Other Worlds282.
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frames the window on its right side. Kane appears to theaighe curtain while books and
objects appear to its left. Kane sits tall in his chair in front of a nondescript gray wall. He wears
a white shirt and black cravat with a black coat. His black dress coat with red lining is draped
over his chair. A ditorted black rectangle on the lining represents an armhole or interior pocket.
The chairds ar mrest, s i nAuthoasrofthe bnitdBiatedendaim Cul | e
an el aborately carved eagl ebd6s heaadhiseakaachebds d
down the back of his neck. His moustache curves down around his mouth and his flushed cheeks
contrast with his pale skin.
Kane rests his left hand on the table and holds a pen in his right. lllegible manuscript
pages, intended to refnce his writings about the Arctic, appear beneath his right hand. The
table is covered with a green and gold striped tablecloth. Books (one of which is labeled
AARCTI Co), miscellaneous pamphlets and papers
arrarged on the table. Hicks did not organize the items neatly, but instead shuffled and scattered
them across the tabl e. The pamphl etsd furl ed
of the books, and their slight disorganization suggest theyctixely used, as opposed to being
mere references to Kaneds education and knowl
Just behind the objects on the table, an open window reveals a seascape with serene
waters and a setting sun. A tall didasitgon whi ch
calm waters underneath white and pink tinged clouds. Blue sky with a barely visible waning
crescent moon can be seen in the upper left corner of the wii@idhe green and blue striped

curtain partially falls on the inside of the roomandgrs behi nd Kaneds right

222 The blue sky and red and white clouds suspiciously resemble the pattern of an American flag. It is especially
evident when viewing the paingrin person. It is unknown if this was intentional or not and brings to mind
Freder i c E dOwriBanneCih the Skih861s Terra Foundation).
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connecting him to the sea.
Aside from the curtain, Kane is the only form that crosses into the top half of the canvas.
I n combination with the artistds useeof | ight
vi ewer 6s attention t o -dinzeemse®naldyn Bor examele, Hiegks a s ense
predominantly used cool colors in the upper half of the painting. The light gray of the wall and
the soft pinks and blues of the sunset recede into the backgréundntrast, warm reds,
browns, and green colors of the objects project forward, making it appear as if the objects are
closer to the viewer. Il n combination with <co
to Kane. Light enters the paiimg from the left side, illuminating the sitter and part of the wall
behind hi m. Kaneds forehead is awash with [
mi nd. As a result, Kaneds dark browdandai r an
draw the viewerods attention to the upper port
Line also serves to return the viewerds ga
looks at the portrait, the eye is immediately drawn to Kane. The arc formed by the ¢usls of
hair | ead the sightline downward, past Kaneds
chair back directs the eye to the table. The diagonal position of the compass is paralleled by the
upward diagonal created by the furled page of the booidach it lies. This upward motion is
continued in the pink book that leans against an unknown object at the left side of the canvas.
The arching |line is echoed in the curving for
attention to the ship on therizon. The contrast in scale between the ship and Kane then directs
the eye back to the explorer.
The overall effect of the WHS portrait of Kane is similar to that éfuthors of the

United Stateswhich the artist was painting at about the same ti Viewers are meant to
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observe and contempl ate Kaneds scientific min
literati. Even though Hicks suggested intimacy by arranging the sitter and objects close to the
picture plane, we are not intendedriteract with the explorer. Kane frustrates the connection
by his lack of engagement with the viewer. He does not acknowledge our presence, but instead
seems oblivious to it. Furthermore, the sere
aganst the cold, gray wall imply a hushed stillness appropriate for a posthumous portrait. Thus,
one was meant to gaze upon the intrepid explorer with quiet reverence and admiration.

Eight years later, Hicks painted another portrait of Kane in a sinoke.pThe Kane
Lodge version is a fullength portrait of Kane in profilffig. 70). As in the NYHS portrait,
Kane sits at a table covered with books, rolled maps, a globe, manuscript pages, and a pen. In
contrast to the sparsely decorated room of théH$ version, here Kane appears in the richly
decorated library of his family home in Fern Rock, Pennsylvania. As a result, the Kane Lodge
portrait seems less formal and more personal despite the fact that the sitter still does not engage
theviewer. Kaa6s dress and pose reinforce the rel axe

In the painting, Kane leans back slightly in his chair with his left leg crossed over his
right. His right forearm rests on the corner of the table, while his left arm hangs loossly at h
side. He is not actively writing, but instead appears to be reflecting about his work or looking to
someone outside of the picture plane. He wears a white shirt, red cravat, yellow vest, gray pants,
red socks, and black shoes. He also wears a laeg bbat that falls open at the waist. The
ends of the coat fold into a pile in the foreground of the painting. The coat appears unusually
l ong i f Kane were to stand, the coat tails mi
luxurious silversk qui | ted I ining, which can be seen be

right leg. The large amount of space given over to the lining afforded Hicks the opportunity to
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demonstrate his gkin painting fabrics Hicks built up the form of the lining b3pplying color
in fluid brushstrokes. He varied tones of gr
tactile quality. As a result, the lining almost shimmers as light is reflected across its surface.

Hicks positioned Kane at the center of tanvas, framed by the open door of the library.
Similartothe NYHS portrait, a | ight background fr ame:¢
undoubtedly intended to be the focus of the v
abundance of objects inglmoom compete with the sitter as the focal point. For example, Hicks
painted the carpet in saturated shades of red, orange, turquoise, and lime green. While the garish
color and design may have suited contemporary tastes, to modern viewers it mighd prov
distraction. Shelves filled with books, an impossibly suspended telescope, a flag, large folio
books, maps, manuscript pages, and a globe appear behind and in front of Kane. Certainly these
objects are intended t o ratidn;honweverchere Reydefletts educ
attention away from the sitter. In contrast, Hicks was more successful in balancing the explorer
and his tools in the NAM and NPG portraits.

In the NAM and NPG portraits, Hicks presents the viewer with a completelyatitfe
image of Kandfig. 68-69). Here Kane does not appear as the refined, academic gentleman of
the NYHS and Kane Lodge portraits, but rather as a weary, anxious explorer. Depicted within
the cramped confines of his Arctic ship, thévance Kane sitsat a makeshift desk and writes in
his journal. He wears a red shirt with a blacklfned coat and covers his lap and legs with a
large fur blanket. Kane momentarily pauses from writing and gazes out of the picture plane. His
worried, anxious expressi@ontrasts his blank stare in theY¥IS and Kane Lodge portraits.

Large gray bags beneath his eyes suggest he has gone several days without rest and his watery

eyes intimate frustration. His long hair and full beard make him seem almost primitive. Hicks
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brilliantly il luminated Kaneds face in compar
drawing the vieweros attention to the explore
William Morton, Kaneds | oyandslesps bepinddhe e, app
explorer at the right side of the canvas. Another unidentified shipmate can be seen sleeping in
the berth in the background. Their sl umber <c
strength as he appears on watch. As ilNthéHS and Kane Lodge portraits, Hicks included
several accoutrements that reference Arctic exploration. A rifle and powder bag hang behind
Kanedbs head and a knife hangs over a blurry p
explorer for whonKane and his crew search, at the right side of the canvas. Two more rifles
lean in the corner of the room at the right side of the painting. A small handgun can be seen
underneath Kaneods desk atop a trunkiplepganst i al |y
serves to emphasize the danger of the expedit
To emphasize the cramped nature of the cabin, Hicks organized the figures and objects
close to the picture plane. Almost every area of the portrait is occupiefigoyeaor object; the
crew barely seems to have enough room to stand up and move about. Hicks enhanced the
claustrophobic feeling by using warm colors and omitting a natural light s&drtethe
painting, |ight der i vesskfKFudhermard)tbe absedceofamexg ab o
enhances the roomés claustrophobic atmosphere
unclear if it is an exit or closet. In contrast to th&/ NS and Kane Lodge portraits, the viewer

identifieswithKaneon a psychol ogi cal | evel here because

223 James W. Cheevers, chief curator and associate director of the Naval Academy Museum, informed the that in
1970s many paintings were covered with a thager varnish in order to protect paintings from spray paint
vandal i zation af t &uernitahAs a@dult, mankof therdetdls of thesKane posgrait are lost.
For instance, in a blacand white photograph of the painting taken prior to varnishing, delicate rays of light can be
seen extending from the oil lamp. They are not visible today when looking at the painting. As a result of the
varnish, the reds at the sides and the greemiouhat hangs in the background in front of the berth are muted and
dingy.
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expression. Just as Kane was unsure of his survival in the Arctic in 1855, so were American
audiences who faced an uncertain future as political and social tensions increas@d in 185
Creating the I mage of ADr. Kaneo

When Kane returned from his second trip to the Arctic in 1855, he arrived to discover he
was both a hero and a celebrity. His book about the first Grinnell expedition was published
during his absence in 1854 and imnagelly became a best seller. The first printing of a few
thousand copies sold out and publishers scrambled to meet demand. Over 130,000 copies were
produced and sold in a little over a yé4rThe U.S. Grinnell Expediticappealed to audiences
not only beause it was a travel narrative, but also because it relayed scientific information. The
book included maps, scientific notations, observations about the Arctic and its peoples, and
several engravings of the previously unknown Far North. Engraved bysaotain after James
Hamiltonb6s drawings, which in turn were based
depicted the crew battling the awe and terror of the Arctic sulffipne71-72). These images
stimulated the imagination of the public andsigtialike. The U. S. Grinnell Expeditioand
subsequenArctic Explorationinspired Frederic Edwin Church to paint his behemoth landscape,
The Iceberg$1862 Dallas Museum of Ajt?*

In addition to reading about Kane and his Arctic adventures, Amerigare entertained
by panorama shows that dramatically told his
audiences saw the first American moving panorama of the Arctic at Odd Fellows Hall in

Washington, DC. The show debuted at the height of public concdr o r K ebeing énsl we | |

224 3cholars estimate the sales number to be between 130,000 to 150,000. SedEgbiaping OtherWorlds
292 Carl Bode,The Anatomy of Popular Cultu(Berkeley: University ofCalifornia Press, 1959), 223; and Mirsky,
180.
For more on Churchds Ar ct iThe UlSaGridnsllErppditieseealimdthyh i s use o f
Mitchell, i FThe debergsc EChat cbd8oul der s @nmmtlasonian Stuegdirs S| ow Ch
American Art3, no. 4 (1989): 23.
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was based on engraved plates frone U.S. Grinnell Expedition The showds manag
Beale, was one of many who qui c? Wit thisaapidlyt al i z e
rising interest in Arctic exploration armd Kane himself, the explorer and his family realized
they needed to move quickly to control his public im&ge.
Before Kanebds return, the only circulated
taken around the time di¢ MexicarAmerican War (fig.73). In the photograph, Kane appears
as a dashing young military officer. Because of his small frame and his persistent ilinesses, the
new image needed to be one that also depicted him as the paragon of health and manliness.
When Kane stepped off the shipNew York harbor, he appeared as if he had just left the Arctic
tundra. He wore a long beard and the same furs that protected him whilezergub
temperatures. As Sawin explained, the mdatty journey from Greenland to New York gave
the explorer amp time to shave and dress as a gentleman. However, his appearance provided
the American public with exactly what they ex
Kaneb6s brother Thomas began constructing K
few days of hiseturn. In a letter to their young brother John, Thomas described how Elisha
should look. First, Thomas wanted the crew to be photographed in their Arctic furs. Second, he
thought they should be arranged so that Elisha appeared to be the tallest niehgeresv
despite his small frame. Thomas also felt that certain symbols should be included, such as a
Masonic sign to indicate Elishads membership

the sled dogs brought back from the trip. Furthermadnenias thought that the photograph

226 Russell A. PotterArctic Spectacles: The Frozen North in Visual Culture, 18885(Seattle: University of
Washington Press, 2007), 12Q1.

22T The Kanes went so far as to ensure Elisha was the sole afithebook about the second expedition. At the
suggestion of his father, Kane secured the rights to the story by forcing his crewmembers to relinquish their
publishing rights before they even set sail. As a result, Kane had full control over the narratires ade to play
down events such as the mutiny and his continued ill health throughout the expedition.
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should depict some type of event from the expedition. Thomas hired the Mathew Brady studio
to take the photographs of Kane and his offégv 74).%® While the photograph does not exactly
mi rror Thomas 0 snatchdhe man phe publio saw at Wew & erkdharbor and met
their expectations of what their Arctic hero should look like.

In the daguerreotype, Kane holds a telescope and is at the center of the image with his
crew crowded ar ound furclothing makbsehimappealtobe¢he 6 s heav
largest. In another photograph attributed to Brady, Kane appears by himself and wears a heavy
cloak with a hood (§. 75). He still wears a beard and bundles himself in the coat, making it
seem as if he is stilhifrigid temperatures. These photographs were subsequently copied,
engraved, and publishéfig. 76) . They also served as the basi
portraits and for those by other artists in t

A contemporary joural entitledThe Albion, A Journal of News, Politics, and Literature,
commissioned James B. Wandesforde (18332) to paint a portrait of the explorer discovering

the graves of Frankf®

i Dn @. $hommpsan engravediiee @ainking, ands | a n d
the print was offered as a gift to new subscribers in January of 18587(figln the engraving,
Kane holds his telescope and stands in front
One of the expedition ships is visible in the background. ablvertisement frorihe Albion
explained that the | ikeness was taken from Br
words inThe U. S. Grinnell ExpeditiorKane wrote:

| was still talking over our projects with Captain Penny, when a messengegpuated,

making all speed to us over the ice. The
Penny! Graves! Franklindéds winter quarters!

28 Sawin, 259261.

22 \Wandesforde is a lessknown English painter who immigrated to the United States in 1850. According to a

note left by two crewmmmbers on King William Island, Franklin died on June 11, 1847.ank |l i nés gr ave wa
discovered.
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Haven, Captain Penny, Commander Phillips, and myself, joined by afjgemiyhe

Rescuehurried on over the ice, and scrambling along the loose and rugged slope that

extends from Beechy to the shore, came, after a weary walk, to the crest of the isthmus.

Here, amid the sterile uniformity of snow and slate, were the headsbofthree graves,

made after the old orthodox fashion of gratenes at hom&?
Kaneds fellow crewmembers are conspicuously a
implication is that the heroic Kane was alone in the discaiary.

Three years later,ldstrator and portraitist Alonzo Chappel (182837) also created a
full ength portrait of t h&atienalpPortmit @lerybf&mineBt. A. D
Americang1861) (fig 78) . I n this version of thedshisscover
telescope in his | eft hand and rests his righ
A sled dog appears in tliereground with the expedition ships and crew members appearing in
the background. According to Sawin, this image may Ih@en sold as a souvenir at Arctic
panorama shows. |l mages such as these epitomi
character. Here he appears healthy and unaffected by the extreme conditions, which stood in
stark contrast toostanthbhattle with laid healthy Inarfy cakeathiewasnotc
the only type of Kane image made familiar to the American public, as Brady also photographed
the explorer in a very different manner.

In another series of ambrotypes, Kane appears clean shavenfarmal dress (figr9-
80). In one image, Kane faces the viewer, while in the other he appears in right profile. Here
Kane appears as the noble, refined, and educated hero of scientific mind. The profile photograph

was also engraved and publishadvas this photograph that Hicks copied for hi¥ NS and

Kane Lodge portraits. In addition, these photographs or others like them may have served as

20 Ejisha Kent KaneThe U. S. Grinnell Expedition in Search of Sir John Franiilew York: Harper and Bros.,

1854) , 162. Quoted ILIB858Th®r Al Kahme Bt i nthkhé Aioa,Aes of Si
Journal of News, Politics, and Literatu¢@anuary 9, 1858), 19.

BIN cropped version of this engraving was utilized as a
explores.
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model s for Hickso6s col | e-28§9 @857 (figJ8h anel GiusBppd d Lam
Fagnani (18194.873) (1857) (fig82).
Painting from Photographs

By the time Hicks began the-XHS portrait in 1858, he had earned a reputation as an
artist adept at copying photographs. In 1854, a short commentary publishe€hrigtan
Inquirernoted the artists abi | i ty. The author wrote that &
success in that most difficult tasks, that of painting adife portrait of a little girl from a small
daguerreotype, we may perhaps be instrumental in giving to other bereaved tharsatae
great satisfaction which t ®oPosthiimoushportsitssiuclas s h a
as the one mentioned in tRdaristian Inquirerserved as a public form of commemoration. This
was certainly the case with the Kane portraits.

In panting portraits from photographs, Hicks may have had help from new technologies.
By the 1850s, it was possible to project daguerreotypes onto a canvas or screen through the use
of a magic lantern and lantern slid&¥. While no primary sources documeniti¢ k s 6s use of
magic | antern, a close examination of the Kan
working process.

The N'YHS and Kane Lodge portrait heads are virtually identical to the Bradg-de-
visite of Kane in profile exceptfohte or i ent at i on. I n the portrai
from that in the photograph and suggests that the image may have been projected onto the
canvas. Tracing lines present in the Kane Lodge portrait provide further information about the

arttethbhei que. For instance, a thin black I in

28 T h o ma sA rHti i€kkissianoinquirer(December 16, 1854), 3.

233 The Langenheim Brothers of Philadelphia patented the hyalotype, or glass photo slide, in 1850. See Martin
Quigley, Jr.Magic Shadows: The Story of the Origin of Motion Pict#ashington, DC: Georgetown University
Press, 1948), 10614 and Barbara Maria Stafford and Frances Terpakices of Wonder: From the World in a

Box to Images on a Screflos Angeles: Getty Research Institute, 2002),-203.
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Kanre Lodge portrait The line begins at the crown of his head and extends down his forehead

and nose. It disappears underneath his moustache and reappearsiat Hibe line seems to

have been traced onto the canvas, and then color applied within the siligugtiis is
particularly evident at Kaneds widowds peak,
within the lines. The tracing line cannotleeen at t he back of Kaneds h
painted more freely. While the lines suggest that Hicks traced the profile, they are also
indicative of the artistodés technique as wunder

For example, unetdrawings are readily visible in the shelves and books underneath the
table nextdé K a n e dwo ofthegerals begin at the top shelf and extend at an upward
diagonal to the middle of the table. A series of vertical lines appear along the sideabkhe
that lies on the bottom of the shelf. In addition, horizontal lines of the bottom shelf and of the
books can be seen through the large green portfolio that leans against the table. Contour lines are
al so visible around Khepesesce of halines suggestskhat Hicka n d s
planned out his compositions precisely with preliminary sketches, and then applied the color in
thin layers. Comparisons with other portraits made about the same time reveal similar
characteristics.

The sane year that Hicks completed the¥HS version, the American Philosophical
Society commi ssioned the artist to pmpadomt a po
Kintzing Kane (fig. 8). In this halflength portrait, John K. Kane appearsront of a green
cloth backdrop and sits next to a table stacked with books. Kane touches his right index finger to
his right temple while resting his right elbow on the corner of the table. A bookshelf can be seen

in the background at the left side oétbanvas. The John K. Kane portrait was also posthumous,

B4glight shadowing around Keand s head suggests that Hicks may have alt
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and it is believed to have been copied from an unlocated daguerreotype or painting.

When examining the head and hands c¢cl osel vy,
the Kane Lodge portrait. Bne are visible sketch lines down the bridge of the nose, around the
nostrils, in the c¢heekshanddutthewvsibilitytohpeeliminarp s, and
sketches is not consistent throughout the painting. For example, Hicks took gedat maint
the books on the table next to Kane. One can see where the artist attempted to create texture by
varying the thickness of thgaint in the bindings | mpasto is also evident
cravat.

A 1996 conservation report revealed ttie surface of the John K. Kane portrait suffered
abrasions and overcleaning during a previous restoratiofhe conservator also noted that the
lower facial area appeared to be painted using a thin watetd@dechnique. It is unclear how
much of tle paint surface of the John K. Kane portrait was removed, and as a result, how much
of the underdrawing visibility is the result of the overcleaning. In any case, it seems that Hicks
painted the Kane Lodge andYHS portraits in a similar manner, utiligra thin watercolclike
technique.

Hicks did not consistently paint in this manner. His portrait of family friend Archibald
Moore (18&9) (fig.) is exemplary of his polished and finished sfffe The painting is a half

length portrait in which Moore gears in front of a nondescript background. He looks out of the

Z°3John Kintzing Kane, curatorial files, American Philos
overcleaning and as a result have been stripped of painth Sharkey, objects conservator at the Smithsonian
American Art Museum, informed me that this was the case with a number of paintings conserved in the 1960s and

1970s. For instance, see Hicks 0 s618(o t884Pavate ColteftionCeci | i a
and General George Meade (cat. 585 (1872, Union League Club, New York City). Both portraits suffer from
largeareao f paint | oss. Cecilia Jones Cunninghambés hair wa

of her facehas been lost due to a horrific cleaning in the 1960s.

236 Archibald Moore was the brother of Michael Moore, the owner of the Moore Hotel in Trenton Falls, New York.

The portrait may have professionally cleaned at an unknown point in time as there apbeairpainting on the

forehead. The drip spots on the portrait occurred after the cleaning. Theymaybe&€dca spi |l |l ed by Moo
rambunctious greajreatgreat grandson.
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picture plane to the left. Moore wears a white shirt, black cravat, and vest with a grey coat. In
examining the face closely, underdrawing cannot be seertlas Kane portraitsHere, Hcks

masterfully modeled the face by layering and blending paint brushstrokes of varying thickness.

For instance, the brushstrokes in the face are thicker than the delicate wisps that make up
Mooreds hair. One can al slorspateulayhnghe bodyt he ar t
Hicks utilized brushstrokes of varying lengths and colors to build form. It does not seem that the
artist drew a sketch or traced Mooreds form b
through the layeringf paint. The Moore portrait was likely painted from life when Hicks was at

his summer studio in Trenton Falls, New Yor k.
differed depending on whether or not he worked from a photograph. However, close

examinaion of the NAM and NPG portraits leads to a different conclusion.

AswiththeNYHS and Kane Lodge paintings, Hi cks
to create the NAM and NPG portraits. Hi cksods
fromthatinthe NYHS and Kane Lodge paintings: the art:.
in a similar manner to those of Archibald Moo
as Hicks built form through color and subtle miaugof light and shadow The objects also
exemplify Hickso6s -dirensionatfgrm thraughrcarefulmodealiagdy t hr e e
application of paint However, Hi cksds style does not r et
underdrawing is visible through the scarf and signaigthe righside of the painting The NPG
portrait exemplifies the artistds mastery in
as a miniaturist (fige69) as the artist took great care in rendering detail and modeling form. The

portraitalso bears a rare preliminary sketch of a man imtaegins of the canvas
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If the visibility of the underdrawings is not the result of over cleaning, it remains unclear
as to why the artist would allow his canvases to have unfinished appearancesosT hiecty
explanation is that it was a matter of time and convenience. Hicks was working on at least
twenty other canvases around the same time he paintedYtSNind NAM portraits. This
includes theAuthors of the United Statesnce the commissiomad not yet been cancelled.
Therefore, quality seems to have been sacrificed for speed of execution. As demonstrated above,
when Hicks painted his multiple portraits of Elisha Kent Kane, he utilized iconography
established by Kane and his family. An exaation of the patronage of these images is
illustrative of the impact the explorer had on the American consciousness.
Commemorating Kane

Within a year of Kaneds deat h;YHSforodit.s r ec e
The patrons are knowntouwstt ay only as a group of MHAsever al
commission is remarkable because it serves as an early example of female group patronage in the
United States. During the antebellum period, women were considered arbiters of cultural taste
within the confines of the home. Contemporary journals su¢éh@sl ey 6s Ladyob6s Book
established guidelines for women decorating the home. For instance, editor Catharine Beecher
advised women to set aside twenty percent of their household budgets for prietgewings
that served to enlighten and educate families and guests. Atemidry, women did not have a
public sphere in which they could demonstrate their refined tastes. The majority of public
philanthropy was limited to service to others throughyi®lis societies and nursing caré.

In commissioning the portrait of Kane, these women stepped outside of prescribed

cultural roles. One might argue it was acceptable in this case because the subject of their

ZTKathleen D. McCarthyWo men6s Cul t ur e: Amer i dd4980(Ghitdagd: ahe Uriversitp y a n d
of Chicago Press, 1991);6
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admiration was Kane. He was a hero foradhg e s * 0 n e -salrifice was sat dnlfy an
expression of patriotism but also humanitarian gain. His virtue and moral dedication to the
advancement of knowledge were exemplary for men, women, and children of all ages and
classes. Furthermore, his hemiwas defined by an ability to appeal to both men and women.
He demonstrated his masculinity through his courageous effort to brave the unknown North
particularly by overcoming his physical limitations. Through caring for his sick crew during the
expedtions, he also exemplified qualities associated with femininity. Odily Telegraph
(Harrisburg, Pennsylvania) reported that in r
sterner qualities of mano ®Wlhushhohfinerhaedwgreent | e qu
could honor Kane as an exemplar of ideal virtllee New York Timeagcognized this in a
commentary on the portraitdés dedication, stat
thanking At he fair donoristhotedallsdas a withess tathoset , whi
who should come after them that the women of the present age could appreciate and reward
noble daring &nd mamley wortdls., o Kaneds humanit a
contributions were so great that they transieehgendered associations of virtue. For Hicks, the
commission provided not only an opportunity to honor a fallen hero, but also the chance to
enhance his own reputation by association, particularly within tNéiS.

As historian Kathleen D. McCarthyplained, institutions like the NYHS helped male
artists develop relationships with patrons and fellow artists &fkEounded in 1804, the NYHS
was New York Cityds first museum and original

art. It also spnsored lectures and elaborate dinners for members. In addition to the collections,

238 Quoted in Chapin, 298.
295 The Hi st orThecNew Yo dimddantiagy 5,d859.
240 McCarthy, 2425.
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members had access to an extensive library. Thus, the Society was an important cultural
institution for New York City. If an artist had paintings in the collections; tiewas
guaranteed exposure to some of the cityds mos
patrons. Members included men such as Philip Hone, Hamilton Fish, William Cullen Bryant,
and Guilian C. Verplanck, most of whom Hicks painted at one ¢inanother.

Hi cks was well aware of the i mportance in
I n 1856, he painted and do mglutet Bradislp(cat. nor ai t of
20)*' Br adi shoéos gr e at-¥HStpresidenvas seciegimyea netv hame forNhe
Society. Hi cksds | etter to Rev. Samuel Osgoo
demonstrated t hpeomationtthrosgh Bosoring la eespected isdvitiul such as
Bradish. On March 4, 1856, Hickgete:

The accompanying portrait of the Hon. Luther Bradish was painted for the Historical

Society, and | now desire to offer it, through you, for the acceptance of the members. It

is perhaps not improper for me to say, that it has at least one qualbty nvhy give it

some claimtotheirfaor " i t wan amrre Icshatl e groud if it is not

deemed unworthy a place among portraits of the other distinguished men who in their

time have filled the office of President of your Society, for whose continued prosperity

and usefulness | beg express those cordial good wishes which should be cherished by

every American who loves his country and feels an interest in her hitory.
The letter also demonstrates that Hicks was not above playing on nationalistic pride in order to
achieve his promtional ends.

Since the Newyork Historical Society was a cultural and learned institution, the image

of Kane at his desk surrounded by books and scientific tools might be considered more

appropriate imagery than that of Kane as explorer. Visitoret&ditiety who saw the portrait

241 Hicks painted an identical portrait of Bradish for an unknown patron. The peramitionated to the Society in
1937. Aside from the Kane and Bradish portraits, théH has six additional portraits by Hicks, most of which
were donated in the twentieth century.
242 Thomas Hicks, to Rev. Samuel Osgood, New York, March 4, 1856, MapiuSaliections, NewYork
Historical Society.
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were to be inspired by the academic side of K
scientific knowledge. In a similar manner, the Kane Lodge portrait was also appropriate for its
location.

The Kane Lodge portrait v8gpainted specifically for the Masons. Kane Lodge #454
received its charter on June 9, 1859, and was
Lodge portrait was installed above the fireplace at the Lodge, it seemed the explorer was relaxing
among his Maonic brothers, which may also account for his housecoat and house shoes. This
informality caused the portrait to receive mixed reviews after Hicks exhibited it at the National
Academy of Design in 1867The Evening PogiNew York) critic remarked thabd much of the
room had been shown and he doubted Kane was in the habit of wearing such a luxurious
dressing gown. Nevertheless, the critic stat
personage, and is a valuable acquisition to the Kane Lodge, wh i ¢ h 2% Bycdngastongs . 0
the magazindhe Round Tabldescr i bed the work as fa tolerabl
it is wutterly destitute of any right or title
about the placemewf the portrait within the exhibition, believing that the Kane portrait did not
deserve to be *irhenAtbioninagazine eclmedlthese sentitnents, stating that
Athe l-aheget hupodbrtrait of the | ate h@saveryKaneépali
prominent place accorded to it on the line, to the exclusion of pictures that might have figured
muc h b e t%° ®espite theesoneewhiat negative reception, the portrait fulfilled its-semi

private function as a memorial to Kane within thenKd odge.

FNational Ac a dheByening Pogtilee ¥drky, Aprili0, 1867.
HEPictures at t hEhe RoardiTable, & SatutdaysReévewmef Pdlitics, Finance, Literature,
Society(May 11, 1867), 5.
HExhibition of the N&heiAlbionaA Joummal af tlews) Politics, and ldterat(itay , ©
4, 1867), 45.

136



Two months after the NWHS portrait was unveiled, Hicks completed the NAM portrait
of Kane for his family. The NAM portrait and
initial wvisualization of hi sedinmhisArdticegeadandtpeu bl i c
portrait represented a scene from the expedition. The portrait also provided a visual image of the
gendered dvuality of Kaneds heroic character.
nurturer keeping watch overasleeping crew. When viewers gazed upon this image of Kane,
they were to identify with the explorer, sympathize with his plight, and contemplate his virtuous,
short |ife. Hi cksds wife Angie recaoyraldoed her
records the Kane familyods visits to Hicksods s
January 31, 1859, Angie wrote:

Mr. Kane came to the studio to see the picture for the family, thought the head too large,
but that the picture itself wdme. So Tom [Hicks] reduced the head and we think
improved it somewhat. The picture is | think one of the most striking ones | ever saw.
Dr . Kane sits in the cabin of his ship #iAd
loneliness, peril; and diseaseaasichingly portrayed. A sick man lays sleeping in a berth
beside him; and Morton sits curled up in his furs, in a sound sleep behind him; while he
of all the anxious kind, is up andwbrk, conscientiously noting down the detail of that
fearful winter nght, but he pauses a moment, thinking no doubt, how useless his luck
may bei how uncertain their life is. Could he have known then, that he should reach
home, with his crew, ravrite that log; and under the sunniest of sunny skies, die! Could
he have knan then that his life, his virtues, and his trials, in that cramped moss lined
cabin could become as familiar to the millions at home as to him; that his death should
cause a common sorrow, and universal mourning from one end of the country to the
other; aad his memory held so pure and sacred in the hearts of all, as it is! What then?
There is an expression of far seeing in the picture, which is suggestive, and perhaps he
knew the end. Huge masses of ice filing round his sipipre snow falling gently ove

his tomb. Kane left today and will send his brother to see the piéfure.

The power of the image for the nineteeaéntury viewer was in sympathizing with the

248 Hicks Journal, .
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explorerdés plight 1in “he knowl edge his wulti ma
Upon completion, Hicks exhibitedtieor t r ai t at t he National Ac

annual exhibition in the early summer of 1859. On July 1, a lengthy and detailed review

describing the portrait appearedlihe Evening PogNew York), noting the specific moment

from the expeditionthatHick por tr ayed. The author, i dentif]

wrote:

When Doctor Kane was asked what was the most awful scene he had witnessed in his
Arctic explorations, he answered, AThe sil
represents thatdur, in connection with himself, in those very seas. He was on watch on

Friday night, Decemberl. 1853, from eight to two o06cl oc
on deck, with the thermometer at 36 degrees below zero, when about midnight he went

into hislittle moss igloe $ic] or cabin, while all on board were wrapped in profound

slumber. He is sitting in his chair, having taken his pen, as though suddenly called to the
discovery of some fresh truth which gives veneration and glory to the intellect of the
manéBut what most elicits our admiration i
We look upon him here with his grasp of mind, its inspiration, the enthronement of
genius and virtuous disinterestedswasss and
the comprehensive thinker, the lawgiver and founder of knowledge, opening a new vein

of thought and creating fresh science and power. Steadfast integrity, incorruptible

courage, and heavenly benevolence are written upon his brow; but with alahéxiex

humanity, we see in his face what Kent lovedléar A" Aut hor i ty. 0 Superio
superior in intellect and in knowledge, it only needed his natural reticence to observe all
circumstance and to bring to bear at the right time all the faculties which he possessed,

and which gave him what mankind concetles  hgreatnesg*®

With its florid language and almost overbearing praise, the article is somewhat reminiscent of

those published by the Kane family while the explorer was in the Arctic. Knowing the Kane
familyds penchant f osurppgsingatodeatn that fhomais Kaneshadial d n o't
hand in the review. The difference in prose is made more evident when one considers another

discussion of the portrait that appearedive Crayorshortly before its completion.

24T \While it is unknown if the Hickses knew Elisha, they apparently developed a very close relationshigatoethe
family. Throughout her diary, Angie mentions visits with the Kanes. Hicks also painted other members of the

family. Two portraits of EIlishads sister Elizabeth fAB
Elishats maedher is wunloc
i Hi cksds Painting of Doctor KaheEverthg PogNewWork), Juyt,he Cabi n

1859.
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In this review, the critic simp remarked how different the portrait was from thé&/NS
version, gave a brief description, and report
owing to warmth of color and a feeling of repose suggested by the skillful employment of
accessdr e s . The picture i & pheCrayonedew fsperhaps m@e Kan e
typical of art critiques, thus making the authorshiloé Evening Postview all the more
suspicious. Furthermor@&he Evening Posinly mentions Hicks briefly andhé praise is almost
comical . The author wrote, Athe accurate del
carefully examined this picture, as to increase admiration for the constructive imagination which
has so graphically thrown it upon the canvasconception and in execution it is eminently
worthy of the distingui sh &% vesal,The BvenjngPosto mas Hi
review was | ess a critique of Hicksods portrai
por tr aiissiGnsvasgartroithe continuing promotionfottic Explorationsaf t er Kane 6's
death. His family and publisher, George W. Childs, continued to promote his books and image
wel | into the 1860s. Whil e t he Kaeaeview,thegmi | yos
must have recognized the potential attention such a portrait couldBring.

In painting Elisha Kent Kane, Hicks memorialized one of the greatest American heroes of
the nineteenth century. TheYHS, NAM, and Kane Lodge portraits commemaocatiee fallen
explorer. The smaller and more intimate NPG portrait likely functioned as a private memorial
for the Kane family. However, Hicks was not yet finished depicting Kane. In the summer of
1859, Hicks was appointed a member of the arts and desigmittee of the Kane Monument

Association. Along with John F. Kensett, Charles Loring Elliott, and Erastus Dow Palmer,

295 Sk et cThe @raysnMarch 1859), 91.
' Hicksods Painting of Doctor Kane Sitting in the Cabin
%1 At the sameiine, considering the regard with which the public held Kane, it is possibl@tbkaEvening Post

review was written free of the Kane family influence.
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Hicks was to help design a l#gze bronze statue of the explorer to be placed in Central Park.
According to the stipulation of th&ssociation, Kane would appear in civilian dress. The sides
of the base would contain busts of Henry Grinnell, George Peabody, and Sir John Franklin.
Unfortunately, the sculpture was never realized, but its planning further demonstrates the high
regard n which Kane was held.

For Hicks, painting Kane was yet another method by which the artist enhanced his own
renown. Since the explorer was such a beloved public figure and national hero, Hicks received
widespread attention by depicting him and probaldgireed other commissions as a result.

Hi cksds portraits of Kane are integral to the
after his death. In the years before the Civil War, Kane was the great American hero and a

symbol of national unity. &ldemonstrated courage by willingly sacrificing himself in the

pursuit of scientific knowledge and the humanitarian search for Franklin. He put himself before

his country by exploring the Arctic, especially at a time when other national figures were not
willing to do so. Hi cksds portraits epitomi ze
image as refined gentleman and courageous yet sensitive Arctic explorer.

The hope for national unity embodied i n Ka
realized civil war was inevitable. Newspapers regularly reported increasing tension and once
violence erupted between the North and the South, Americans faced an uncertain future. In an
effort to escape the reality of seeing their sons march off tofeaful Americans turned to the
theater as a source of respite. Onethaaterer r emar ked t hat #fAin that

we were profoundly miserable and frightened, what a relief it was to go and see Edwin Booth in
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Hamlet %" Booth quicklybea me New Yor k Cityds favorite Shak

responded by creating a portrait that became as famous as the actor himself.

%2 Mrs. John Sherwood, quoteddames Cross GiblitGood Brother, Bad Brother: The Story of Edwin Baoartid
John Wilkes BootfNew York: Clarion Books, 200552.
141



Chapter 6: Edwin Booth aslago

On December 15, 1860, Edwin Booth (183®03) appearedaslagon Shakespear e
Othelloat the Winter Garden Theater in New York City. Contemporary critics praised the
performance as OhApraxifnatel dive mdnthslatefr, Hioke cmpleted a
portrait of Booth as lag(fig. 85), which art criticsdesr i bed as a fait hf ul de
theatrical geniué®* They heralded the portrait ase of thefinestpaintingsto come from
Hi cksds easel because the artist successfully
next several yearsjicks frequently exhibited the portrait in Philadelphia and New York City.

Boot hds popularity and the painti magsinallersuccess
copies (fig. 8638) of the fulklength, lifesize originaf>>

While the exactcirams t ances surrounding the Century p
it seems that Hicks either made the painting of his own accord or it was a joint effort by the actor
and the artist. First, Booth and Hicks shared the same circle of friends and becametties
early 1860s. Reciprocity existed between the
performances and the artistods skills.® Second

The artiestdspdbo®sn@ssi onngasfunususl becanise hixlasggae pai nt i

238 Amu s e midew Yosk, TinesDecember 17, 1860.

24 Henceforth, | will refer to the painting as the Century porsiaite it is owned by the Century Association in

New York City. A New York congrvator cut four feet off the height and one and a half feet off the width of the

original 1861 portrait in 1969 while it was on loan to the Players Club from the Century Assodihtoefore,

subsequent analyses of the portrait in this chapter rely lupibrthe original and its copies.

%5 Two of the copies are located in the National Portrait Gallery and in the HasBopdén Library at the Players

Club. The third copy is unlocated. It was previously owneddsison Galleries (Boston) in 1969. Adelson

erroneously advertised the portraitJafin Wilkes Booth as lagsubsequently correcting the titleEdwin Booth as

lago. In a letter to the NPG dated January 1969, Adel sol
home (which is now thBlayers Club) and was sold to the Galleries by his descendants. | have been unable to
substantiate this claim. A letter in the Booth file in the Catalogue of American Portraits at the National Portrait

Gallery (Washington, DC) indicates that there ma lieurth copy of the painting (making a total of five portraits

of Booth as lago). In 1971, assistant curator Monroe H. Fabian wrote to antiques dealer James Abbe, Jr. requesting
information about a portrait of Booth by Hicks he was offering for sales uinclear whether this portrait is the

unlocated version or another copy. There was no response from Abbe.

®®Three years |l ater, Hicksods wife Angie donated it to t
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commissions were typically for specific locales. For example, his portraits of New York
governors were made for the Governorodés Room i
original, Hicks made copies for patradfi5. Fourth, despite suggestions that the portrait be

donated to a public collection, Hicks still kept the painting. The success of the lago portrait led
Hicks to paint Booth in the Shakespearean roles of Hamlet, Shylock, and RiéPfelieu.

Itis plausiblet hat t he Booth portrait served the seé
portrait of Bayard Taylor. As an artist striving to increase his own fame, it seems logical that
Hi cks would select a sitter of eqfieadshipovith gr e at
Booth enabled the artist to create the portra
performances appeared in contemporary newspapers. Therefore, the series of Booth portraits
seemed a calculated measure by the artist to bblisternvn fame, while also celebrating his
talented friend.

This chapter considers Hicksds portraits o
efforts to promote himself and increase his own fame. | examine the portraits in regard to the
Shakespeaeen tradition in American popular culture
career as it pertains to his performances of lageceardp | or e t he portraitsdé r
theatrical photography and the popular pastime of collecting celebrigs-de-visite. To
concl ude, | d e m&dws Booth asdagdoioonly eldampliked migcentury
theatrical portraiture, but also testified to the nineteestitury cult of celebrity.

The Portraits

In Edwin Booth as lagdHicks painted a scerfieom Othello(V, ii) in which lago

57 Certainly, a patron could have requested a smaller verfdienhad no place or desire for adifize portrait. |

have not yet uncovered the exact circumstances for the creation of the copies.

28 The portraits of Booth as Shylock, Richelieu, and Hamlet are unlocated. See cat. nos. 389, 502, and 504.
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believes his scheming has come to a successful end after murdering Roderigo and wounding
Cassio(fig. 86) . As onl ookers disperse and men carry

This is the night
That either makes mer forgoes me quit&’

Through his use of color, light and shadow, composition, and attention to detail, Hicks
successfully depicted the sinister nature of
performed by Booth.

In the portrait, Booth standis the doorway of a building, glaring at the viewer with a
furrowed brow and sinister scowl. He wears a thin black moustache that curves downward along
his mouth. His pointed goatee echoes the diagonal line of his nose, which emphasizes the
angularity @ his face and enhances his sinister appearance. A single lock of curly black hair falls
across his forehead. His left hand rests on the hilt of his sword as he leans against the left side of
the large stone doorframe. Booth places his weight on hislegland holds the large, wooden
door open with his right hand. A brass door pull appears to be too low for anyone to use.
Boothdés | eft knee is bent, while his foot res
slightly lower than the outsidée e p, so Boot hdés right foot iIs part
nondescript, with red walls and large areas of dark shadow. On the exterior of the building, grey
plaster has deteriorated and been chipped away, revealing red brick underneath. Tdigysimpl
of the buildingds interior and exterior contr

Booth wears a grey doublet theattends the length of his toraadstops

Z9william Shakespear@thello, Folger Shakespeare Library, ed. Barbara A. Mowat and Paul Werstine. (New

York: Washington Square Press, 1993), 5.2-350 When one of the versions of the portrait was exhibited at the
Sanitary Fairs in Philadelphia and New YorklB64 and then at the Chicago Opera House Art Association in 1866,

the respective catalogues identify the scene as from Act V, Scene 1, when lago decides that Cassio must die. See
James L. Yarnall and Willam H. GerdiBh e Nat i onal Mu s &lodex tmAmeridam Art Extabition Ar t 6
Catalogues: From the Beginning through the 1876 Centennial, Year (Boston: G. K. Hall and Co., 1986), 1719,

1720. | contend that it depicts scene 2 as this was the earliest identification by critics.
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just short of his mighigh. Round pearl buttons run the length of the doublet and reflect light,
casting shadows onto the fabric beldW. Booth wears a red belt that fastens his rapier to his
wai st . The sword is of a relatively simple d
diagonal. With his left hand on the hilt, Booth does not apjeediraw, but rather intimates that
the viewer should notice his weapon.

Underneath his doublet and jacket, Booth wears a white;deeyed shirt. A white
collar and lacy cuffs can be seen at the neck and wrists. The actor also wears a red jacket with
silver trim and round pear |l ball s however, th
loosely from the jacket by silver threads. Although impractical for a character like lago, who
attacked his enemies under cover of night and silence, the pealébathtion is typical of the
l avish detail ?Uitis&s oharhctessticofdhe telight disks took in
rendering detail in his portraits. This attention to detail is also evident in the gold and blue
brocade that runsthe lengthofBoadd s | eft | eg. Whil e certainly
enlivens the drab brown pants and emphasi zes
boots that lace in the front with gold tassels.

Light enters the scene from the left side and ilhates Booth and the wall to his left.
The actor and his rapier cast shadows onto the doorframe and into the room behind him. A
square shadow from an unknown source appears
treatment of lightisimportan t o t he overall effect of the wor

sinister nature. First, the light emulates a stage setting, which is obviously appropriate for a

20 The double appears to be malformed at the chest, giving the appearance of a breastplate hidden beneath clothing.
However, this can be explained as Hicksbdés efforts to d
were frequently paddedtocreaie ipout er pigeono sil houette, so that the
% or more on Bo Ricte@Stoddamid Thonmas 3egce, E d wkdncatBrmlot hés Co.
Theatre JournaR?2, no. 1 (March 1970): 717.
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theatrical portrait. Second, light and shadow effectively enhance the drama of the ggene: la
has just slinked from the dark recesses of the building to pause and watch the action unfold
before him. The treatment of | ight and shado
attention to Booth and f oistesnatsre.t he vi ewer on
In comparing the HampdeBooth Library portrait (fig. 8yand the unlocated version
(fig. 88) with theNPG version (fig. 8§ the paintings seem virtually the same except for the
location of the signature. The NPG and HampBeaoth Libray versions are signed on the side
of the step that is perpendicular to the picture plane. The unlocated version is signed on the side
of the step that is parallel to the picture plane. A few minor differences are evident when
comparirg the Century poréit (fig. 85 to the subsequent versiofié.
In all four portraits, Booth wears the same doublet, red jacket, and white shirt and appears
in the same pose. However, in the Century portrait, Hicks painted decorative detail on the door:
a vertical line witha series of dots. This detail does not appear in the other portraits. Thus, the
Century portrait may have been more lavish in its design. Another striking aspect in the Century
portrait is that Booth appears to possess a sinister expression, intdontagrowns in the
National Portrait Gallery, HampdeBooth Library, and unlocated versions. Nineteerghtury
theater critic Edmund C. Stedman wrote of Boo
the actorés performance of lago in 1866:
Welave described the beauty of Boothés coun
remarkable for mobility, and his most expressive results are produced by liftings of the
high-arched brows and the play of passions about the flexible mouth. The natural line of
his lip, not scornful in itself, is on that straight border ound wher e a hair 0:¢

raise it into sardonic curves, transforming all its good to sneering evil. In his rendering,
lago must become a shining, central incarnation of tempting deceit, h Ot hel | 00 s

%62 The Century portit is considerably darker as it has not been cleaned in several decades while the Hampden
Booth library version has yellowed, most likely due to varnish. The National Portrait Gallery version is probably
the closest in color as it was cleaned in theOs2ter having been vandalized while on view.
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generous nature a mere puppet in his h&ds.
It was Hicksodés ability to capture Boothds sin
a critic wrote in 1861

Hicks has now on his easel: a work very nearly completed whadsiined to add

materially to his reputation. It is a full length, life size, portrait of Edwin Booth as

|l agoéThis moment affords the painter an op
lago than almost any other in the play, and of the opportunitydMks has very fully

availed himself. His success in representing the lithe and nervous form of Booth, all

tingling with fires as it is in every limb; in rendering the profound and diabolical
intellectuality of | ago 0 sthelsubtteeharactenofihisat t he
genius, is complete. The likeness to the actor is also very remakehlélis handsome

features and well shaped head, and especially the magnificently expressive eyes he

carries in that head, have never before been so blga@trayed. To one who has

witnessed the performance of lago, the picture is absolutely startling in its faithfulness; to

any student of Shakespeare it presents a remarkable embodiment of one of the most
wonder ful of Shakes peamateubofart,dtisameatinirabies ; t o a
instance of that skill which puts upon canvas, life and character and intellectuality and

even motion, and does it all in the guise of beauty of color, and grace of drawing, and
harmony of toné*

Another criticwrotetht t he portrait was fAan admirabl e pr
of the fidelity to nature with which the artist has invested in every respect. The face is one to be
studied for houf°€llewnrilye t heughiHborderedonadmi r at
herowor s hi p. AGeni uso became a common descript
referring to lago, Hamlet, or Richard lll. The word even appeared in a lithograph made after a
photograph of the actor in 188%.

Not every contemporargritic was so enchanted with the artist or the portrait. One of the
four versions exhibited at the Metropolitan Sanitary Fair in April of 1864 received a scathing

review from Clarence Cook. Cook began by stating that he did not understand why the public

BEdmund C. St e d maThe Atldhtie Monthigl7, Boo 103 (kay @866): 591.
%4 This review was included in a transcribed group of reviews and mentions of the Booth portrait in contemporary
QGeswspapers.'l'he transcription is typed and located in the curatorial file at the National Portrait Gallery.
Ibid.
266 Unfortunately, at present, the source of the lithograph is unknown. Image available from the Folger Shakespeare
Library.
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beli eved Hicks to be a great artist. He wr ot
once stronglybeaefféexedcbyt imake About the Boo

It is painted in the coarsest, crudest way: without any techrkitialis raw, harsh colors,
without gradation, and with neither delicacy nor richness of tone; with mistakes in

drawing, and with a carelessness which argues either a blind reliance on a supposed
established reputation, or else in an indifference torthb.t Thus, let anyone attempt to
account for the shadow on the right. If he examines the figure carefully he will find that

it could cast no such shadow, and the buttons, which seem to be added in the very spirit
of painstaking fidelity, with no bodieso keep them in countenance. Look again, at the
ring on the door; it is either a knocker o
it not have seemed the natural thing to put it where it could be used without going down
on the knees to get aPiOr, look at the doesill. Did anyone ever see a desill high

enough to hide the whole foot; and even if there were such a thing, could anyone stand on
it as lago is standing? But passing by these minor details, let us ask whether this clay
colored fae, all awry with a weak scowl, is fit to stand for lago, or for any hero out of
Ledgerromance®’

Initially, the review seems to express disdain for Hicks. However, the critic goes on to denounce
sever al mor e Amer i ¢ a MWashingbn Csosssig the DElawar@d85% | Leut z
Metropolitan Museum of Art) was deemed vul gar
landscapes were paintedinaworut st yl e; and, | ooki nigeartupon Fr
of the Ande$1859, Metropolitan Museum of Artacu s ed fAever decreasing pl
apparently did not despise al |l Thaaoyar®@og n ar t ;
(1853, Brooklyn Museum of Art) since it fAneut
care what they paintnéoro w. 0 What i s most fascinating i s
opposite reactions. Regardless of whether these critics had their own agendas, they brought

attention to Hicksodés portrait and to Boothos

%’Cl arence Cddk,t ifoThhe fEXH ct ur e Newddrk Daill EribukeApri 0841 i t an Fai
am thankful to Kimberly Orcutt, who identified Cook in her dissertafioRe vi si ng Hi st or yo: Creat
American Art at the Centennial ExhibitigBhD diss. City University of New York, 2005), 47.
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Shakespeare in America

By the time Edwin Booth first appeared onstage as lago in 1860, Shakespearean plays
had been performed in the Unites States for almost one hundred years. The Bard appeared on
colonial bookshelves as early as 1699, while the first documented performaneecobios
plays was the 1750 productionRichard Ill by the MurrayKean Company in New Yor®
Artisans also made decorative objects such as porcelains, busts, medallions, and various other
collectibles related tthe Bard and his plays Cal l edr éShake stperese trink
knacks were voraciously collected by thegjeing audiences. Possessing such objects
frequently connoted the ownerodés education, pr
crown?®*

Shakespear eds gliwighynsreasirg frezuepcy, espeaiallyras British
actors came to the colonies to escape the English Theatre Licensing Act of 1737, which restricted
the number of playhouses in England. The actors regularly performed in metropolitan areas such
as Philadiphia, New York City, and Charleston. Although English law no longer monitored
them, the actors discovered that discretion was necessary to avoid disagreements with religious
authorities. For instance, the Hallddouglass Company met with minor oppositio
Philadelphia when the General Assembly forbade performances inside the city. The Company,
run by English actors Lewis Hallam, Jr. and David Douglass, avoided controversy by building a

t heater outside the <city |aof3hakespeara sodsnpttoe sent i n

%8 Eor a rich discussion of Shakespeare and his integration into colonial culture life, see Frances N. Teague,

Shakespeare and the American Popular St@&genbridge: Cambridge University Press, 2006), especially ehapt

one, fAShakespeare and the spirit of 0676.0 The discuss

AWi |l I iam Shakes pHighbrosv/LowhrowAThe Emergence &f Cultaral Hierarchy in America

(Cambridge: Harvard University Pres®, 88 ) ; and Virginia Mason Vaughan, i Ma k

Shakespeareds Diss@aemtnarny oAShakespasd jn @mescannfdlashington, DC:

Folger Shakespeare Library, 2007); 28

269 Shakespeare was temporarily bannedrdptihe Revolutionary War. However, his plays soon appeared in the

1780s as he became a fAfully a&p.propriated American. 0 S
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offend delicate Quaker sensibilities. To please the religious majority and to continue

performing, actors transformed Shakespeare into a tool for moral instruction. When the Hallam

3t
~—

Douglass Company performé&thello, they advetisedi t as a depi ction of
Jealousy and other Bad Passions, Proving that Happiness can only Spring from the Pursuit of
Virthehakespeareods |lines were also utilized f
tensions with the Biish began increasing in the 1770s, colonists increasingly appropriated
Shakespeare for pirevolutionary arguments. One of the best known parodiesofletasks

Be taxt or not be tat that is the question.

Whet her oO0tis nobler in our minds to suffer

The sleights and cunning of deceitful statesmen

Or to petition 6gainst illegal taxes

And by opposing, end therf?
Founding fathers such as John Adams and Thomas Jefferson also found Shakespeare useful in
asserting their political views. Theater historiaariees N. Teague explains that Jefferson was
particularly drawn to passages that supported political viol&Ace.

By the midnineteenth century, Shakespearean plays could be seen in almost every region
of the United States. The ForNiners in Californiavere especially fond of the Bard. When
Shakespeare was performed in theaters in San
saloons and cheap fandango houses ttisedetandLear. °6* On the East Coast, especially
during the Civil War, Shakespeardéeater served as a respite for fearful Americans and the

President al i ke. Near the end of his first t

but for the rest. | am being hounded to death by ofeekers, who pursue me early

2% Teague, 14.9.
“pid., 24.
22Alt hough Shakespeareds plays cont i nuoedheitpopulexiy per f or me
waned after the war as Americans became concerned with creating a national identity. See Teague, 35.
273
Teague, 37.
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andlateand ito6s simply to get twé*or three hour sé¢
As Shakespeare continued to be performed well into the nineteenth century, American

actors and theater managers still revised the plays to suit audiences. Singing, dancing, and other

entertainments were added to enliven performances. As Lawrence Levine explained, some

nineteentc ent ury per f ormances were Amutil atedo thr

Shakespearean |l ines and American poipgul ar song

Othello danced while Desdemona played the banjo and lago, complete with Irish brogue, ended

their revel ri?% €vemBoothhinself fvasgulty df atsriag Shakespeare.

When he performe@®thelloin the 1880s, he frequently cut and raaged scenes so that every

act began and ended with 1aj6.However, this is not to say that faithful versions of the plays

did not continue. One could easily find performances that were true to the original

form especially as BrossthaAsldmticact ors continued t
George Frederick Cooke (178812), known in England for his performances of villains

such as Richard 111 and I ago, made an Ameri ca

of the actoras Richard Il (fig. 82%’" Other Englishactors, such as Edmund Kean (1-2883),

William Charles Macready (179B8 73) , and Edwiutu$§Booth (A76d882) Juni u:

(fig. 90), soon followed. Upon their arrival, the English actors not only found suitable theaters,

but also talented Americattors such as Edwin Forrest (1808%72), most of whom were

pleased to share the stage with their British counterp&rfEhese actors toured the United

States extensively. It was this type of travel that introduced young Booth to the stage.

274 Quoted in ibid., 67.

1> evine, 34.

278\Watermeier, 41.

2"Vaughan, 23. Sullyds porlbetoait will be discussed in m
2’8 There was one violent clash at ruentury when fans of the English Macready and the American Forrest fought

against one another during the Astor Place Riots of 1849. In the end,-twerphgople were killed with many
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Edwin Boothwas born into an acting famify® His father, Junius Brutus, was already a
well-known Shakespearean actor in England when he came to the United States in 1821. Over
the course of the next thirty years, Junius Brutus established his reputation as enaastth
gifted Shakespearean actors in America. Audiences adored his portrayal of Richard 11l and
critics claimed that no one could rival his performance of lago. Regrettably, Junius Brutus was
plagued with mental iliness and alcoholism. He became gusel known for his eccentricities
and bizarre behavior as for his acting. Junius Brutus once perplexed his audience by performing
Julius Caesawhile standing on tiptoe. On another occasion, Junius Brutus perfdimeed
Merchant of Venicen a whisper.When he did not appear for the second act, theater
management found Junius Brutus several ©blocks
engine, o in théBpst&ame, oJumBihys oBkut usdés al col
he required a chaperonekeep him from drinking and losing work. His wife, Mary Anne, sent
their young son Edwin to monitor Junius Brutus duringafttown performances. Only
fourteen when he became his fatheroés keeper,

performand first charmed American audiences in 1851 at the National Theater in New York

more injured. For morese Nigel Cliff, The Shakespeare Riots: Revenge, Drama, and Death in Nine@eamitry
America(New York: Random House, 2007).

°The foll owi ng discussion of PBrnopal Bdoth bieggaphiedragrencear eer i s
Hutton,Edwin Booh (New York: Harper and Bros.,1893)illiam Winter, Life and Art of Edwin BootfNew

York: Macmillan Co, 1893; Edwina Booth Grossmaidwin Booth: Recollections by His Daughter and Letters to

her and to his Fends(New York: The Century Co., 190Richard LockridgeParling of Misfortune, Edwin

Booth: 18331893(New York: The Century Co., 1932); Edwin Milton Royledwin Booth as | Knew HirfNew

York: The Players, 1933); Otis Skinndihe Last Tragedian: Booth Tells His Own StgiNew York: Dodd, Mead

and Co., 1939)Eleanor RugglesPrince of Players: Edwin BoottiNew York: W.W. Norton andCo., Inc., 1953)

Dale ShawTi t ans of the American St ag e :(PhiadeiphianThé&Weastmiestet , t he |
Press,1971); David. J. Watermeiered.Between Actor and Critic: Selected Letters of Edwin Booth and William

Winter (Princeton: Priceton University Press, 1971); Terry OggelEdwin Booth: A BieBibliography(New

York: Greenwood Press, 1992).

80 Shaw,51.
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City.?®* On that particular evening, Junius Brutus refused to go onstage in the title role of
Richardllls i mpl y because he did not nf eaaedstruggled e act i
through his first performance as Richard. Although he possessed a weak voice, was insecure
and slightly clumsy, Edwin was not faulted for his mediocre performance as audiences were
delighted to see another Booth on st&ge.

In the summeof 1852, Edwin traveled to California with Junius Brutus for performances
in San Francisco, a town that had recently experienced a population boom due to the gold rush.
Tens of thousands of people flocked to the West Coast, hoping either to strikentgodti or
by performing services for othe?® San Francisco was the center of a western theater circuit
that also included cities such as Sacramento and Stockton, along with smaller mining towns.
Edwi nés ol der brot her , ergwarking asa@daenanagaratthedJr . was
Jenny Lind Theater in San Francisco.

Believing they were arriving during an economic boom, Edwin and Junius Brutus, Sr.
were sorely disappointed. Instead, they were greeted by a financial depression; the theater in Sa
Francisco had yet to be finished. Nevertheless, they stayed and performed at other nearby
theaters. By fall, Junius Brutus, Sr. decided to return East, but encouraged Edwin to remain in
California and continue acting. Unfortunately, Junius Brutugji8mot survive his return trip
to Maryland and died on an Ohio riverboat. A
at his motherds advice so he could gain actin
Hawaii with other actors, pexfr mi ng every Shakespearean play i

touring the mining camps in California, Edwin played lago for the first time.

281 Edwin debuted on stage opjieshis father in 1849 at the Boston Museum as Tresseicinard II' ho we v er |,
he was not so charming. See Hutton,176
282 |hjd., 56 andRuggles44.
#3This brief summary of the Boothsdés Western kBxcursion
Goes West: 1852 8 5 Bheaire History Studie®5 (June 2005): 7105.
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When Edwin began performing regularly in New York City in the late 1850s, critics had
high expectations becs# he was a member of a famous acting family that all but dominated
America. Aside from his father, Edwin had two brothers who were also actors: his older brother
Junius Brutus, Jr. was said to Arul eoket he st a
ireignedod in the Sout h.?®Thdthweerbrothessiappeared togethen a t e
onstage only once. In November 1864, they perfordndids Caesaat the Winter @rden in
New York City. The show benefited an effort to raise a statue ak&peare in Central Park.
Little did Junius Brutus, Jr. and Edwin know what tragic events would unfold a short six months
later at the hand of their brother John Wilk&s.

When Edwin began his performances as lago in New Xoitics made it clear thahe
actor showed promise onstage, but noted that
wor k. In 1859, a critic wrote that Booth was
i mmature, but pr omi si°gBygheendiof 18680haifewauenths n t he f
before Hicks debuted the Booth portrait, the

December 22, 1860, a critic for thew YorkDispatchc al | ed Boot hdés perfor ma

rendering of | ago |vad nteadv & heavte rt hee earcd oand aov e i
appearance ' polished and i dtivasalsotatithisgmeahatyent e e |
Boot hds performance of | ago began changing.

suggested, Hi c k sedrst ptolratr ashi fma'y ame utmhat gar ne

B4Ruggles, 163.
285 Edwin rarely spoke of his brother after the assassination of the president. However, he kept a picture of John
Wilkes next to his bed in his room at The Playerso@ldnere it remains to this day. For more on Edwin, John
Wil kes, and the assassination of Lincol n, see Giblin,
Co n s o | Ehe Yale Revie®0, no. 2 (April 2002): 2286; and Michael W. Kauffmamfmerican Butus: John
Wilkes Booth and the Lincoln Conspirac{®ew York: Random House, 2004).
286 Quoted in Watermeier 1986, 33.
7 bid., 33, 35.
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reviews.

In the fall of 1861, Booth, now married to actress Mary Devlin, traveled to London to
perform at the Haymarket Theater. After the birth of their daughter and several months of
performancs, the Booths visited Paris before returning to the United States in August 1862. As
Wat er mei er expl ained, Boothodés performance of
heightened the charactero6s ndi abolfarnmmaackasaspect
di splaying fiMephi s?Tuwatérreeierargnes thea thiereaotibremasc e . 0
probably due t o t Haustipheninéteenth cemuryoXrevBdat he 6 s
Go u n o d 0FaustplpyedriraParis in 1862, where Booth and his wwii@y have attended a
performance. Al though Gounoddés opera would no
audiences were familiar with the original play as it was first performed in 1845 at the Chatham
Theater in New Yor k CBrutys,Jr. peEainved as Mephidiophet€sh e r , J
It was not just Boothdés performance that reca
IV, Mephistopheles, conversing with Faust in his study, states:

| come, a squire of high degree,

In scarlet coat wh golden trimming,
A cloak in silken lustre swimming,

A talll cockdés =~ feather i n my hat,
A long sharp, swor for show or quarrel,
As Watermeier rightly notes, the cFaustt ume i

and apparently resembledhat Booth wore onstage. In 1876, an anonymous author wrote that

in Hicksds portrait, Booth fAwears that beauti

288 \Watermeier, 35.

A1 t hough it would not be published until thalgricaD, Tayl or

rhythm of Goetheb6s original. I n addiRausthroyghtBeir matdal and Hi

friend Bayard Taylor who began translating the play from German in 1863.

5cene IV, the Study, f ationgudes in&vatekmelea3sl or 6s 1870 trans|
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remember wh o ?°5Hicks probahly shw thesdstume during a performance or
Booth might even have lent it to him when he painted the portrait. On January 5, 1864, Booth
wrote to Hicks:

| send you the brown dress | wear on Friday in Othello; the cap to be worn with the

[blanks space in typescript letter] up in front; a cord and taésethe waist (I have no

belt) and the chain as | prize igi¢] T |1 send also an ovarloak with armholes. | think

something of the sort will add weight to the malge give it tone you know, if you think

the cloak not good enough for the restofcthe st ume dondt wear it

the things on Thursday agdira s | use most of d6em in Ot hell
found a belt! like the cord bette?®?

Although it postdates the portrait, the letter suggests that if Booth were lendaks Eostumes
to wear, he likely would have lent the artist costumes to paint. Unfortunately, the costume no
longer exist$>® However, in a series of photographs taken by Napoleon Sarony in 1875, Booth
wears the lago costume that bears some resemblariee dodtume ithe Hicks portrait
(fig. 91-92). Booth also possesses the same sinister expression seen in the Hicks portraits.
Hi cksds decision to create the | ago portra
something that could benefit both men gahsally. Now receiving good reviews and earning a
respectable reputation, Booth saw the portrait as a way to draw people to his shows. At the same

time, the painting increased Hicksds own ff ame

P'AEmMpty BSpatesodds Journal o fl5 ha 352(daauary 22e1876)S1d5. ence, and
292 Edwin Booth to Thomas Hicks, typescript copy, January 5, 1864, Baatssman Papers, Billy Rose Theater
Division, NYPL.

some of Boothés costumes survive in the collections a
Booth Library. 1 am indeled toGeorgianna Ziegledibrarian at the Folger Shakespeare Librarypwpent a
delightfulafternoon withmeexamni ng Boot h6s costlamasegratefultaRagi r col |l ect i «

We mml i nger who showed me BuUnfottunadbety nethersdllactine lad thetcosturheen Pl ay e
the portrait It is possible that the costume was destroyed by fire wheekVinter Garden (which Booth owned at
the time) burned in 1867. Almost all of the costumes and props were destroyed. Booth may have also burned the
costume himself if it was one of his fathearibNew Aft er t
York City. One evening he asked the theater handyman, Gerrie Davidson, to accompany him down to the basement
where there was a trunk stuffed with costumes. Booth handed them one by one to Davidson who then put them into
the fire. According tdavidson, the costumes belonged to John Wilkes Booth and Junius Brutus, Sr. See Ruggles,
241.

156



depictedaiietbée gendering of lagodo on canvas.
might then seek to commission the artist to paint their own. At the very least, theater managers
were aware of the additional publicity a wediceived portrait could bringn an undated letter
to Hicks from Booth, the actor asked to borrow the portrait for an upcoming performance in
Philadelphia:
On the 1% of August | resume my laboisat the Academy of Philadelphia for one or
two weeks. My brothein-law, Clarke, the maager desires to ask if you will allow your
l ago to be placed on exhibition in Earl eods
better be there about the first of the month. Be good enough to drop me a line in reference
to it. He will, of course, dall he can to draw attention to it before and during my
engagement. Do not hesitaté®to fAnod if doe
This demonstrates a certain reciprocity between the actor and the artist because each understood
how their respective talents cdubenefit one another.
Theatrical Portraiture in the United States
When Hicks painted Booth as lago in 1861, theatrical portraiture was an established
genre in American art. Paintings | ike Hickséo
existenceof a market for images of famous actors. Theatrical portraiture was unique because it
was a bridge between history painting and portraiture. With theatrical portraits, artists could
combine the nobility and morality of history painting with the rendeoirfig t hei r si tter 0
Theatrical portraits of Shakespearean plays in particular allowed artists to create a sense of
drama not typically associated with traditional portraiture. Furthermore, there was an
implication that the painting should be theh higher regard because of its literary and historical

associations.

One of the first American theatrical portraitsviad ar | es Wi Nancy blalamP e a |l e 0

294 Edwin Booth to Thomas Hicks, BootBrossman Papers, Billy Rose Theatre Collection, NYPL. The letter is
undated.
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as Fidée inS h a k e s gymaealingAbby Aldrich Rockefeller Folk Art Center, Colonial
Wiliamsburg) Pai nted in 1771, Peal eds portrait of |
performance at the New Theatre in Annapolis, Maryland. O#eello Cymbelinds concerned
withjealousyand mar i tal fidelity. Ha | IKiag@ymbeliod) ar act e
becomes the victim of a jealous conspiracy. In an attempt to expose her pursuers and escape
assassination, Imogen disguises herself as the boy Fidele. Critics and audiences praised
Hall amés performance f or nhTéaMarddnd Gazettgublished e nact
poems by adoring fans, one of which ended with the suggestioReht paint the actre$s.

I n Hall amdés portrait, Peale depicts the mo
Fidele, wanders through the wildernassl discovers the cave of the exiled noble Belisarius. In
the painting, Hallam is awash with light that originates from outside of the picture plane. A
barely visible Belisarius and his sons appear in the background at the right side of the canvas.
Hallam stands in the foreground, in front of the cave with her left palm held forward. She holds
a sword in her right hand and looks towards the light with a slightly wistful expression. Hallam
wears an ornate pink doublet with pantaloons and a blue ovemdatrban. The pastel colors
and rejection of a male suitor recall rococo painting traditions. Although quite different from
Hi cksds dark, brooding portrait of Booth as I
portraiture in America. Ae portrait also represents early American interest in paintings of
luminaries and the desire to possess those images.

In the first quarter of the nineteenth century, artists such as Thomas Sullyhand Jo
Neagle (17961865)f ol | owe d P e a laatihgseveral papyar Englishyandp

Ameri can actors. Sullyés portrait of George

2% 5ee Charles ShattucRhakespeare on the &ritan Stage: From the Hallams to Edwin Bo@ittashington, DC:
Folger Shakespeare Library, 1976); 115l
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desire to elevate portraiture to the s&adf history painting (fig. 89 As art historian Christopher

M. S. Johns argues, Sulbyoke with general portrait practices in the United States and brought

his work closer to British traditions when he created the portrait in 1811. Johns explains that the
drive to elevate the respectability of portraiture and academic acceptance vessithef John
Boydell 6s Shakespeare Gallery in Pall Mal | I n
of history painting based on Shd&katabpuwether e, a t
same time, theatrical portraiture experiencedrgesin popularity when portraits were made into

prints and widely disseminated. Paintings by artists like Sir Joshua Reynolds aided acceptance

(@}

of theatrical portraitur e Saab Siddenk &s the Trd&gie Mius® | d s
(1784)legitimately established the genre in England. As John explains, the portrait is less about
Siddons and her actual performance than it is about associating the portrait with grand manner
history paintin® By appl ying Reynol dso6s ,Bullyceatedla t o hi s
work that is considered one of his masterpieces.

In the fulklength portrait, Cooke stands between a doorway to his left and a niche with a
sculpture to his right. The actor looks above the viewer with a calculating expression and
slightly sarcastic grin. The portrait represents a moment flemry Viwhen Richard is
preparing to woo Henryds widow, Lady Ann, in
Richard contemplates his deformities and celebrates his ability to overcomentbeseri to win

Annds heart. The portrait represents the del

2%Christopher M. S. Johns, fAGQebrgedtederick Gookd asRichard, by : Tho mas
Winterthur Portfoliol8, no. 1 (Spring 1983):82 30.
#71pid., 30.
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Why | can smile, and murther whiles | smile,
And cry AContento to that which grieves my
And wet my cheeks with artificial tears,
And framemy face to all occasiorf€®
I n a manner similar to Booth in Hicksdés portr
recesses of the church as his plan comes to fruition. Bathed in light, the handsome Cooke is a far
cry from the deformed, hurdpacked Richard Ill. Sully was not idealizing the actor, but simply
representing Cooke as he played Richard; the actor forwent any extraneous costumes that could
have i mpeded his performance. I n any case, Su
because it represents the artistodos efforts to
painting. This was particularly significant in the early nineteenth century, when American artists
struggled to prove that the fine arts were crucial tadthelopment of a national culture. |If
artists could elevate the status of portraiture to that of history painting, the door to larger and
more substanti al commi ssions might open. Wh a
that they were alsoapmouct of two burgeoning cultural phe.i
collectingcartesde-visite
Consuming Celebrity: Hic®s, Booth, and ACarto
In the early 1860s, Americans became obsessed with the latest product of
phot ogr acpriegevisit(kg. 93) . Considered Ademocratico ©b
and widely availablegartesdevisitereplaced the more expensive daguerreotype. Americans

not only rushed to photographers to have their own pictures made, but also to collect images of

nationaland local celebritiesCollectors kept the celebrity visages alongside those of family and

2% gee Johns, 29 for the identification of the scene.
21 am borrowing the term ficartomaniaodo fr omceftury zabeth S
photograph albumsalleries of Friendship and Fame: The History of NesnthCentury American Photograph
Albums(PhD diss., The University of Chicago, 2003).
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friends in personal photograph albums. Displayed in the parlor, the luminaries mixed among
favorite aunts and uncles implied that the owner aspired to elits statiperhaps even knew the
celebrities themselves.

Called ACartomania, 0 the fad was the resul
Brady who, as discussed in Chapter Two, attempted to create and market national galleries of
American celebrities. Itinlly, Brady resisted the cheaprte-de-visiteand preferred marketing
larger, more expensive photographic portraits to a higleemme clientele. Fortunately for
Brady, his associate Alexander Gardner welcomeddhe-de-visitecraze. Ultimately, Bt dy 0 s
studios sold tens of thousandscaftesde-visitein the early 18602

Part of the appeal of collecting these images was the belief that regular viewing of
Americads political and social <celebrlaryi es <co
behavior. This was particularly significant in the 1860s as the Civil War raged on and
Americans turned to national figures as beacons of hope. As art historian Barbara McCandless
explains, upper class advocates of photography argued the mortisbeingossessing such
i mages and stated that the sitters inspired t
f aces a i dHoWewer, ooflecting images of celebrities like Edwin Booth was less about
moral didacticism and more about faimegly wanting pictures of one of the most famous
Shakespearean actors of the nineteenth ceffiis the craze focartesde-visite intensified
and as Americans snapped up the latest photos almost as soon as they were produced, celebrities

began recogninig the marketing potential of photographs.

*WBarbara McCandless, fAThe Portrait Bhotoghphyin#HCdntutyhe Cel e
America(New York: Harry Abrams, Inc., 1991), 61.

301 McCandless, 48.

%20ne of Boothoés claims to fame was his performance of
nights at the Wi nter Garden in 1864. See Barnard Hewi
19"-Century AmericanS a g e : Part I 1. Edwi MheFuane Deasna Rewiddycho. £(dwvd n Bo ot h
1962): 156167.
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The relationship between photographer and celebrity was similar to that of painter and
sitter: both were mutually beneficial. When photography studios first began producing
photographs in the form of daguerrqug in the 1840s, celebrities might receive a free
daguerreotype when their pictures were taken. In exchange, the photographer earned notoriety
through displaying and selling these images. However, daguerreotypes were expensive, unique,
and beyond the fancial reach of most middidass Americans. This changed in the 1860s with
the development of paper prints. Photographs became cheaper to produce and collect. By this
time, photographers also paid celebrities to sit for tffénSince the celebrity waseing paid,
the photographer could pose him or her in several positions, thereby providing customers with a
selection of prints from which to choose.

For instance, the Brady studio photographed Booth a number of times. Among the most
popular were photagphs of the actomal his daughter Edwina (fig. R4Taken about 1866,
the pictures are sentimental in their depiction of a father and his young child. In the photographs
shown here, Booth lovingly holds his daughter, gazing at her or wistfully lookingf the
picture plane. The photograph is imbued with a sense of tragedy addlossvonders why no
mother appears with this father and child. The photograph plays upon this notion of tragedy;
Boot hds wife, Mary Devl i nphotograptis wera takere tHerdeata y by
was widely publicized in contemporary newspapers and audiences were familiar with the story.
Thus, the photographs stirred a certain sympathy in the viewer, who knew that Booth has been
left to raise his daughter on ig/n 3

One might also attribute the sense of melancholy to the national tragedy that personally

affected the actor the assassination of Presi

303 McCandless, 545.
304 Booth married a second time in 1869 to Mary Frances McVickers.
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Booth. The assassination, which occurred approximately one year before the photographs were
taken, brought great shame and suspicion upon the entire Booth fémihorities held and
questioned Edwin, his older brother Junius Brutus, Jr. and their bintleav John Sleeper
Cl ar ke. |l mmedi ately after the assassination,
than a year later on January 3, 1866. Audisneere surprisingly sympathetic to the tragedy
that the Booth family experienced, and this was partly what made the photographs of Edwin and
his daughter so populd¥ Despite the fact that the exact date of the photographs is unknown,
one cannot help butonder about the timing of their production as they appeared for sale around
the same time Booth returned to the stage.

By the end of the 1860s, actors were increasingly reliant on photographs for publicity.
As the number of photography studios insezhexponentially, photographers were required to
become more creative in order to beat out the
the reputation of Americads most prominent po
theatrical portraiphotography and shrewdly opened his studio in the theater district of
Manhattan. As audience members went to and f
often stopping to see the latest photographs of their favorite actors. If they were lugky, the
mi ght even see Sarony photographing the perfo
Gurney, also photograptidBooth in costume (fig. 996). His images of Booth as lago provide

a greater sense of teafemirgtheaer(fiyL79O).heat ri cal ity

¥some contemporary histor i ansandhiseetumtoithe stagblessthahaykarby Bo o
after the assassination. The willingness of American audiences to accept Booth back to the stage was likely the

result of public proclamations the family made in the weeks after the assassination. ERwint tads in the

papers denouncing his brotherdéds actions and expressing
Lincoln. Clearly, Americans realized in the weeks and months after that the Booth family had nothing to do with

the assassinain. See Kauffman.
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Like Sarony, Gurney also specialized in theatrical photography in the 1870s. His
photographs of Booth as |l ago more accurately
faci al expressions t hat the astoralhthe phatograpks, Boath Hi c k s
dons an lago costume that varies from the portraits and the Saroogaipdts. The pose in
figure 98is particularly reminiscent of the portrait: Booth stands with his hand on his sword and
his chin slightly lowere@s he glares at the viewer. He also has the same pointed goatee and
moustache.

Since the photographs were produced after 1861, Hicks clearly did not use these images
to design his portrait. To date, no source photographs for the painting have s@vaced,
though Hicks was using photographs to aid his painting by this time. On December 9, 1861,

Booth wrote to Hicks from London and detailed the birth of his daughter. Booth gushed over his

new role as father, teasi trgt Htiwotk:s about paint
ea faAMeaerd lyou will be pleased to know, my
you what it isi but if you feel disposed to try your hand agaipanting portraits

withouta sittei pai nt my babes, yow®yodpaintitveryied, no do

and donot fake it a boy.

Despite the fact that the letter does not specifically refer to the lago portrait, it indicates that

Booth at least knew his artiBiend utilized photographs in creating portraits. The significance

oo the | ate photographs to Hicksdés paintings o
painters and photographers at roghtury. Just as painters utilized photographs, perhaps

Hi cksds theatrical portraits elpddtobBspoettie ( and ot

photographs. Furthermore, the photographs allowed fans who could not afford paintings to

collect images of their favorite celebrities.

306 Emphasis mine. Edwin Booth to Thomas Hicks, December 9, 1861, Lincoln Memorial Library, Springfield,
lllinois.
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When Hicks completed his portrait of Edwin Booth as lago, the nation was embroiled in
the Civil War. Americans faced an uncertain future and sought comfort in popular theater
culture. The Booth portraits are the result of this culture, as they depicted one of the most
famous Shakespearean actors of the nineteenth century. Hicks must have beentaeare of
critical acclaim Booth received for his performances. The artist utilized the portrait to bolster his
own reputation and honor his friend. Similar to the portraits of American authors, the Booth
portraits exemplified the reciprocity between the twen; they understood the ways their

respective talents could benefit one another.
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Epilogue

From the late 1860s until his death in 1890, Hicks continued to receive commissions for
portraits of famous Americans. He painted multiple copies Ral ph Ear |l 6s c¢. 17
Declaration of Independence signer Roger Sherman for the Moore family of Trenton Falls (cat.
nos. 488, 500, and 562); three copies of R. W
Jacket (cat. nos. 497,512, d&md 6 ) ; and at | east two copies of
portrait of George Washington (cat. nos. 492 and 496). Little is known about the specifics of the
commissions; however, they suggest a renewed interest in Revolutionary figures in the years
precedhg the 1876 Centennial Exposition in Philadelpiiia.

One of Hicksdéds most successful paintings o
George Mead at Gettysburg (1876) (fig. @) which he exhibited at the Centennial Exposition.
A posthumousporr ai t, Meadeds | i kkaawe ghstognaeh¢figltlp shed on a
the fulklength painting, Meade appears in front of a Union encampment with black and white
troops. The Gettysburg battlefield can be seen in the background. Unsurprisingly Bis
portrait of Meade, Phil adel phi ads homet own he
at the Expositiori®®

I n the | ast decade of his I|Iife, Hicksbds pa
invol ved with the Awdadiasptesdent fbriuhe drgaSzaton feom 873 He

to 1885. Hi cks al so made excursions to | ocal

397 Hicks was one of five New York artists chosen to be on the Art Selection Committee for the Centennial

Exposition.

308 The Centennial Exhibition Director General Alfred T. Goshorn attempted to ban any imagery that referenced the
Civil War in the art exhibition. This especially meant avoiding pictures of Gettysburg for fear that they might

produce feelings of ill will in Sathern visitors. Art historian Kimberly Orcutt explains that the art department

overrode the ban because artists and their audiences sought healing and commemoration within the art galleries. See
Orcutt, 6566 and 167170.
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Society members (fig. 2); however, the paintings created on these trips have yet to surface. In
the 1880s,cane mpor ary newspapers rarely mentioned t|
Hi cks continued showing at the NAD annual e x h
exhibitions.

When Hicks died in 1890, short obituaries appeared in newspapers aazimsaguch
asHar per 0 Newrk Kirhegnd theDaily Evening Transcrip(Boston). The authors of
the obituaries related memories of his character and did not especially praise his artistic skills.
For example, a journalist writingidar pdecGs bed Hi cksds congeni al r
which earned him the adoration of his friends:

a freshness of feeling that time could not wither kept his heart young, and the comrades

of an early dayéwere never realmeprighpandt ed f

unworn spirit, the same sympathy and affection. Whether it was the happiness and peace

of his life that satisfied him, or the bent of his temperament that beguiled him, he seemed

not to choose to do all that might do, and so conveyeiitpeession of a reserved power

which made intercourse with him still more delightful, and give to his memory, as it gave

to the man, a tender fascinatiii.
A journalist called Brunswick wrote more frankly about the artist and his paintings fDaihe
Evening Transcript A Mr . Hi cks was never a great painter
N. A. 6s (National Academicians), being one of
art is hard and dry, *BMhite Bronswicknaas eandid aloitvi ng ou't
di sli king the arti stH@as p elatuarg tharactprizes ore lofehe mastt h o r

curious aspects of Hicksds career, the notion

work. Or, as anotherciitc put it, AHicks c®uld be great wh

9% Thomas HHir ples {fy&10, We 25 kOctober 25, 1890): 823.
393 Br uns wi c bdilgEvéniag TraescripfoBost on) , October 11, 1890. iBr ul
was not one of the original incorporators of the NAD in the 1820s.
3% The Fi Mhe IndependenNovember 23, 1854.
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It is not entirely clear why the artist displayed such unevenness in technique. As
mentioned in Chapter Three, Hickso6s portrait
render a sitter with finesseHis early portraits o€hristopher Pearce Cranch (c. 1850, National
Academy of Designand Jasper Francis Cropsey 18451849, National Academy of Design
demonstrate modeling of form through color as opposed to the linearity associated with works
suchas the NYHS Kane portrait*? The significant difference between the aforementioned
paintings is the |l ack of the artistds use of
However, other portraits Hicks painted from life are drab and uninspikigportrait of paton
Marshall O. Roberts (1872, Chamber of Commerce of the State of Newi¥ dokjnulaic and
lacks the immediacy of his portraits of Moore, Cranch, and Cropsey. The same year he painted
Roberts, Hicks created one of his most remdekalorks,A Puritan Maiden(fig. 103).

A Puritan Maiderpossesses spontaneity not present in his academic portraits. Here
Hicks built the snowy background through a heavier application of paint and with a looser brush.

He blurred the trees in the backgnd with a flurry of impressionistic brush strokes which

stands in contrast to the minute detail and precision seen in portraits like those of Rbberts.

Puritan Maidend e monstrates that Hicksdés ability was r
stylistic difference suggests that the artist continued to paint academic portraits because there

was a demand for such images. Furthermore, those images provided a steady income that

all owed the artist to sustain hies |ifestyle m

One of the ironies of Hicksds career is th
celebrities and then was essentially forgotten. Towards the end of his life, the artist failed to

sustain the attention of the contemporary press. Althoughriedvas technique in images such

312 For images, see Dearinger, 269.
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asA Puritan Maideror his late landscapes as discussed by Tatham, Hicks never fully embraced
any other popular styles in the |l ast third of
portraits of nineteenthentury luninaries are indicative of the development of celebrity culture
in the United States at mizkntury.

During the antebellum period, one became famous through some type of remarkable
accomplishment such as political leadership; writing a popular noyabreng the unknown
Arctic; or performing great Shakespearean plays. These men and women were not born into
fame, but instead were individuals who attracted public attention through their remarkable
talents. The advent of photography studios, the deredop of the mass media and the public
relations industry fostered Americansd intere
their favorite luminaries. Americans believed that owning and displaying portraits of celebrities
provided lessons in iue and morality, placing a certain amount of hope within these public
figures as political tensions began to increase in the 1850s. In other words, perhaps these
virtuous individuals might encourage national unity through common interests during d time o
civil strife.

Hicks witnessed the development and rise of celebrity culture when he first came to New
York in the early 1840s. During his training abroad, he recognized that in order to be
competitive with his contemporaries, he had to market hirssadirtly. He learned how to
utilize the press from friends such as Margaret Fuller, whose dispatches to American newspapers
made the artist known to both potenti al patro
campaign succeeded and he becameobitee busiest and best known portraitists in the early
1850s because he embraced popular culture and the contemporary fascination with public

figures. Yet it was this attachment to celebrities that ultimately resulted in his disappearance
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from the canon Once the renown of mickentury celebrities began to fade from popular

memory, so too did Hicks. The neglect of his career speaks to the ephemeral nature of celebrity

and its association with temporality and contemporaneity. In his failure to encbiaoging

trends in popular art and culture, Hicks was relegated to the past with the famous Americans he
painted. Or as a critic for tidew York Timed escr i bed him in 1881: fionsg¢
which have become as f an Andthereintlay ona f thamosth ou s e h
problematic aspects of celebdty n or der t ok mawmmnead sn, diwedd must
becomi ng-kthmavndwel IWhi |l e several f adthedleeBngcont r i
nature of celebrity; his stylisticinceni st enci es and failure to embr
preference for other genres of American pairditgs career is demonstrative of the larger

phenomenon of celebrity culture in mitheteentkcentury America.

B Art and Art i New¥orki Timeshueev2, 1884.r k , 0
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Fig. 1. Mathew Brady Sﬁjdid'.homas Hicksc. 185060. Dauerreotype. Library of Congress.

Fig. 2. Thomas Sully.ord Byron 182628.Oil, 28% x 21. Private Collection.
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Figo4iLittle S@l8B3B6é60 Bi tks20i x 25i0. Location
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Fig. 5.PortraitofaMan 18 3 6. OI, approx. 26 x 220. Priv,

Fig. 6.Charles SatterthwaitJune 1836. QOil, meaurements unknown. Private Collection.
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Fig. 7.Hannah Ann Satterthwait Sept ember 16, 1836. OiKént 26
Museum, Philadelphia.

Fig. 8.Hannah Anne Satterthwé"mterso.
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Fig. 9. Edward L. Hicks c. 1837. Oil, le@d. x 16i06. Private

Fig. 10.Edward Hicks (ward Hicainting the Peaceable Kingo,nu:) 183738. Oil, 27%a x
22 1/80. Courtesy of the Abby Al drich Fol k Ar
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Fig. 11.Edward Hicks (Edward Hicks Painting the Peaceable Kingdam)}83941. Qil, 36 x
290. Courtesy of the National Portrait Galler

Fig. 12.Edward Hicks (Edward Hicks Painting the Peaceable Kingdam}85652. Oill,

Courtesy of the James A. Michener Museum, Doylestown, Pennsylvania. Museum purchase
fundedby Eleanor K. Denoon, The Bella S. and Benjamin H. Garb Foundation, Inc., Mr. and
Mrs. Kenneth Gemmill, George S. Hobensack, Jr., Laurence D. Keller, William Mandel,
Members of Newtown Friends Meeting, Olde Hope Antiques, Inc., Residents of Pennswood

Village, Eleanor and Malcolm Polis, Ms. Leslie E. Skilton, Kingdon Swayne and Anonymous
Donors.
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Fig. 13.Captain Josiah Macyc. 1839. Oil3 6  x Cduresy.of thélantucket Historical
Association.

Fig. 14.Lydia Hussey Magyc, 1839. Qil3 6 X C&Jréés?y of theNantucket Historical

Association.
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Fig. 15.William H. Macy c. 1839. Oil3 6 x Cadur@esy.of théNantucket Historical
Association.

- 14
('._',

Fig. 16.Ann Eliza Macyc. 1839. Oil3 6 x Cauftasy. of théNantucket Historical
Association

178



Fig. 17 Calculating 1844. Oi] 13 5/8 x 17. Courtesyf theMuseum of Fine Arts, Boston.

]
Fig. 18. Male Modelwith Mandolin#2, c. 184647. Watercolor and gfaphite on paper, 11 ¥ x 8
5/ &allection of Mr. and Mrs. John F. McGuiganm, J
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Fig. 19.Italian Peasant Study. 184647. Watercolor, pencil or charcoal on paper, approx. 14 x
12.0 Private Collection.

Fig. 20.Shepherd Boy (Shepherd Boy of Cevaro?)1 8 47 . Oil, 38 x 320.

Dalton, GA.
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Fig. 21 Dolce Far Niente 3 50. 6¢‘o<lle¢tion2011Mr.>and$/I05.0John F. McGuigan,
Jr.

I I e T

Fig. 22.Fountain at Palestrina  1850. Oil, 241 x 300. Collectio
McGuigan, Jr.
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Fig. 23.Margaret Fuller 18 4 8 . Oi | , 16 x adc8Fkuller TBreiheh.e ct i on of
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Fig. 24.HamiltonFish 1852. Oil, 96 x 6660. Collection o
Glenn Castellano, courtesy of the Design Commission.
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Fig. 25. John TrumbulAlexander Hamilton1805. Oil, 94 2 6. Col |l ecti on of t
York. Photograph by Glenn Castellano, courtesy of the Design Commission.

Fig. 26. Gilbert StuarGeorge Washingtoh Lansdowne portrait), 1796.
Courtesy of the National Portrait Gallery, Washingto@, D
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Fig. 27. John VanderlydamesMonrogl 822 . Oil, 100 x 760. Coll ect
York. Photograph by Glenn Castellano, courtesy of the Design Commission.

il
Yihighh i

Fig. 28. Governoros Room at Ci The SuiNewYork). 200 8.
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Fig. 29.Governor John AlsopKing 186 0. Oil, 96 x 660. Collecti
Photograph by Glenn Castellano, courtesy of the Design Commission.

Fig. 30.Mayor Daniel Fawcett Tiemann 1 8 6 0.  OCollectiondoBthe XCityd Mewv .
York. Photograph by Glen@astellano, courtesy of the Design Commission.
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Fig. 31.Mayor Charles Godfreyunthey 18 72. Oil, 48 x 360. Coll ec
York. Photograph by Glenn Castellano, courtesy of the Design Commission.
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Fig. 32.Abraham LincolnJune 13, 1860. OiR49/16 x19%@. Chi cago Hi st or i cal
188




Fig. 33. Alexander HesleAbraham LincolnJune 3, 1860. Albumen print. Library of Congress.

Fig. 34. Alexander HesleAbrahamLincoln, 1857. Gelatin Silver Print. Library of Congress.
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ABRAHAM LINCOLN,

REPUBLICAN CANDIDATE FOR PRESIDENT OF THE UNITED STATES.

Fopooitn bt s it Loy Cve oG K. Ry EPPE D

e P A3 e i 7 SRS & o T i
Fig. 35. Baker & Godwin Publishensincoln Campaign Postec. 1860. Library of Congress.

Fig. 36. Mathew Brad;Abram LincolnFebruary 27, 1860. Library of Congress.
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PUBLISHED BY J.SAGE & SONS 209 MAIN ST. BUFFALD N.Y,

oA Ne . 1860.

| £ Z H60 By Sage & Sons in the (lerdes fion of e Nowhsoo District et of Now Yok

LS CREE T AL _ImOROYMED e

Fig. 38. J. Sage & Sons Publishers. [Lincoln and Douglas in a political footrace], 1860. Library

of Congress.
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Fig. 39.Abraham Lincolnc. 18607 0. Oi | : (' ’?) on ivor y, 310 tal
Edge, New Jersey.

Fig. 40.Leopold Grozelier, after Thomas Hicksbraham Lincoln1860. Lithographi2 2 x 16 0 .
Library of Congress.
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Fig. 41. Charles A. BarrAbraham Lincoln 18 6 0 . Lithograph, 36 x 24¢

.l

ABRAHAM LINCOLN
PAINTED FROM LITE, 1862, AT WASHINGTON, DC
by THOMAS HICKS, N.A.

Fig. 42. Print Abfabaeiinohhj ck8®2. oAitghmmds col | ec:
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Fig. 43. Alexander H. Ritchie, after Thomas Hicksythors of the United Stated866.
Engraving, 19x350. Authoroés Coll ection.
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14 42
17 41
1315 16 18 21 95 =27 37 6
20 38
oy |9 1710 99 K231 24 28158 99/ 54 39
3
8 A4 30 <
s 2 79 34
508 4 | 33
1. Washingtonrving 16.George PMorris 31. Margaret Fuller (Ossoli)
2. William CullenBryant 17.Edgar AllenPoe 32. William Ellery Channing
3. James Fenimor€ooper 18.HenryTuckerman 33.Harriet BeecheBtowe
4. Henry WadsworthLongfellow  19.NathanielHawthorne 34.CarolineKirkland
5. Catharine Marigsedgwick 20. William Gilmore Simms  35.John Greenleatvhitter
6. Lydia HuntleySigourney 21. P. Pendelton Cooke 36.James Russellowell
7. E.D.E.N.Southworth 22. Hoffman 37.GeorgeBoker
8. Donald GranMitchell 23.William Hickling Prescott 38. Bayard Taylor
9. Nathaniel PWillis 24. GeorgeBancroft 39.John Godfreysaxe

10. Oliver WendellHolmes
11. Kennedy

12. Mrs. Mowatt Ritchie
13. Alice Carey
14.George DPrentice

15. G.W. Kendall

25. Parke Godwin
26.John LothropMotley
27.Henry WardBeecher
28.George WCurtis
29.Ralph WaldcEmerson
30. Richard H.Dana

40.Richard H.Stoddard
41. Mrs. Amelia Welby
42. Gallagher

43. FrederickCozzens
44 Fitz GreenHalleck

Fig. 44. Key toAuthors of the United StateSourtesy of the American Antiquarian Society.
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Fig.. 45. Thomas Rossitekerchants of the United States. 18586 O .
Courtesy of the Newrork Historical Society.

o

Fig. 46. Detail of central group isuthors of the United States
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Fig. 48. Detail of group at right iAuthors of the United States
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StereographHistoric New England Preservation Society.
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Fig. 52. Thomé§T—|icksBayard Taylor in furkih COstmeAyVMing in Damasci8p5. Oil,
241 x 2910 .theKatiand Rorérast Galleny.
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Fig. 53. Photographer UnknowAchmet c. 1850. Daguerreotype. Courtesy of the Bayard
Taylor Memorial Library, Kennett Square, Pennsylvania.

Fig. 54 (left). Mathew BradyBayardTaylor, c. 1850. Halftone photenedanical print. Library

of Congress.
Fig. 55 (center). Detail of Taylor iduthors of the United States

Fig. 56 (right). Formerlytéributed to Thomas Hick8ayardTaylor, c. 1850. Oil on canvas,
261 x191306. Metropolitan Museum of Art
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Fig. 57. (left) Mathew Brad
Archives, Washington, DC
Fig. 58. (right) Detail of William Cullen Bryant iAuthors of the United States

191 x15i

Fig 59 (left). Gilbert Stuaflewton.Washington Irving ¢ .
Restoration, Tarrytown, NY.

Fig. 60 (center). Detail of Irving.

Fig. 61 (right). Mathew BradyWashington Irvingc. 1850Daguer r eot ype, appr ox
New-York Historical Society.

201



§E D SJAI‘.E P G AW B |
Fig. 62. Thomas Doney (after James Whitmore, after daguerreotypes by Victor Piard and
Edward Anthony)United States Senate Champer 1 8 4 6 . Mezzotint and etc

Library of Congress.

Fig. 63. Robert Whitechurch (after Peter Rothermié&r daguerreotypes by Victor Piard).
United States Senate Chamber A.D. 18501 855. Engraving, 25 7/ 8 x 3
Congress.
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Fig. 64. Christian Schusselen of Progress 186 2. Oi |l , appr ox.

National Portrait Gallery.

Fig. 65. John Sartain, after Christian Schusddbn of Progress1862. Mezzotint and
engraving, 26 x 400. Courtesy of the

4
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