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INTRODUCTION

Sirpa
Salenius

“I wonder if he knows any better, now, how to
paint an angel leaning from the sky”

– Constance Fenimore Woolson, “A Florentine Experiment” (530)

In the nineteenth century, when Americans were
engaged in the process of defining their new nation and trying to
give form to the idea of national identity and national culture, a
visit to Europe became a search for the history, culture and
sophistication that the young American nation was perceived to
lack. Thus, Italy, with its vast cultural heritage and cosmopolitan
gatherings of artists, was one of the most important destinations
of the American Grand Tour of the Old World. From the first decades
of the nineteenth century, the travel scene was dominated by
sculptors, painters, and writers in search of cultural
self-definition. The number of artists heading for Italy to study
classical art in Rome and Renaissance masterpieces in Florence,
increased as the century progressed. “Rome attracts the artist as
naturally as a flower lures a bee,” wrote Charles de Kay in 1880.
The American who traveled abroad to look at Italian art, as Dr.
Samuel Osgood explains, was “sure to find his own countrymen hard
at work studying its secret and catching its inspiration” (420). As
the articles in this volume demonstrate, a sojourn in Italy was
essential for aspiring American artists in the long nineteenth
century. The essays collected here examine the importance Italy had
on the lives and works of such sculptors and painters as Horatio
Greenough, Thomas Cole, Hiram Powers, Henry Kirke Brown, Elihu
Vedder, Edmonia Lewis, and John Singer Sargent.

Art capitals, such as Rome and Florence, lured
American artists, who, as Theodore Stebbins Jr. claims, were drawn
there also for comraderie (21). The museums and galleries of Italy
had no counterparts in America (Dulles 69), and, as Regina Soria
observes, America offered “no art schools; no possibilities of
drawing from live models, nor even casts or copies of great
masters; no places to exhibit their work” (15). Therefore, it is no
surprise that a place like Rome was considered “a city which the
artistic mind looks to as a paradise” (de Kay 113). The statues and
paintings, churches, monuments, and archeological sites of Italy
attracted the curious visitors, and the Italian art collections
were important and fascinating to American art students, artists,
and such art collectors as Isabella Gardner and Pierpont Morgan
(Prezzolini 239-44; Brooks 237-45).

In addition to the absence of public and private
art galleries, an artist encountered other hindrances for pursuing
his/her artistic calling in American society. According to S.S.
Conant, early Americans harbored resolute bias towards art, and
American Puritans condemned nudity in statuary. As Conant explains,
when Powers’ Greek Slave was exhibited in America, many
people “questioned the propriety of exhibiting a nude statue”
(693). For similar reasons, the Philadelphia Academy was open one
day a week only for ladies who were “peculiarly sensitive on the
subject of nude statuary” (Conant 695). Another “stubborn”
prejudice Americans shared, according to Conant, was towards
watercolor paintings: “Works in water-color looked slight and
unsubstantial compared with those in oil” (696). It was not until
the exhibition of 1874 held at the National Academy of Design that
the prejudice, Conant maintains, “gave way to a just appreciation”
(697). When watercolor paintings became more fashionable in the
second half of the nineteenth century, such American painters as
Henry Roderick Newman (1843-1917), Elizabeth Boott Duveneck
(1846-88), and John Singer Sargent (1856-1925) established
themselves in cities like Florence where they could create their
watercolor scenes of Italy. But before their arrival in the
peninsula, many American artists had already given a significant
contribution to the nascent collection of national art.

One of the first American artists living and
working in Italy was Horatio Greenough (1805-52). In 1829, he met
the American novelist James Fenimore Cooper during his sojourn in
Florence and received one of his first commissions from the author.
In his letter addressed to James Ellsworth De Kay, dated 25 May
1829, Cooper includes a section where he praises Greenough’s
talent. He encourages the recipient of the letter to publish the
tribute to the young artist in American papers. The passage from
Cooper’s letter starts with the following introduction:

At Florence, I met with Mr. Horatio
Greenough, of Boston. He is on his second visit to Italy, where he
is pursuing his studies as a sculptor. Mr. Greenough expressed a
wish to make my bust, and his success was so encouraging, that I
was induced to make him an offer for a groupe (in marble). He had
frequently modelled figures, though never grouped, and in no
instance, I believe had any of them been sufficiently wrought up to
be cast. (Letters 369)

The letter continues with an explanation of
the subject the artist and the author chose together for the marble
groupe, followed by a detailed description of the execution of the
statue. The two figures of the statue were modeled after the angels
in Raphael’s painting the Madonna del trono, also known as
the Madonna del Baldacchino. Cooper’s testimony of this
“first piece of regular statuary, in groupe, that has been
executed by an American artist” was intended to bring patronage and
encouragement to the artist (370; italics original). When, in 1831,
the marble group was presented to American public, it was
criticized as “immodest.” Some newspapers even suggested “in all
seriousness that ‘the cherubs be draped’” (Usher 460). Elise
Madeleine Ciregna, in her essay “‘An Example in the Right
Direction’: Horatio Greenough’s Life and Work in Italy,” explains
more in detail the creation of Greenough’s Chanting Cherubs
as a part of her study of the artist’s work executed in Italy.

In October 1845, Bayard Taylor reports from
Florence that he is deriving much pleasure from the company of such
American artists as Hiram Powers and George L. Brown (382).
According to Taylor, there were eight or ten American painters and
sculptors residing in Florence at the time of his visit there. In
addition to Powers and Brown, Taylor mentions Mr. Kellogg
(painter), Mr. Ives (sculptor), Mr. Mozier (sculptor), and
Greenough (sculptor), who was working on a “colossal” group for the
portico of the Capitol. “It represents a backwoodsman just
triumphing in the struggle with an Indian, and promises to be a
very powerful and successful work,” Taylor explains (383-84). The
passages in his travel book that talk about American artists in
Italy and describe in great detail their works function as
advertisements for potential buyers in America. Taylor proudly
claims that the “noble representatives of our country, all of whom
possess the true, inborn spirit of republicanism, have made the
American name known and respected in Florence” (382). “Powers,
especially,” Taylor asserts, and continues with a minute
description of his statues Eve and the Fisher-boy
(384-86). In Rome, Taylor visits Thomas Crawford’s (1813/14-57)
studio where he sees many casts of the sculptor’s former works,
some bas-reliefs of classical subjects, “an exquisite group of
Mercury and Psyche,” and what Taylor considers his masterpiece, the
Orpheus. “The face,” Taylor explains, “is full of the
inspiration of the poet, softened by the lover’s tenderness, and
the whole fervor of his soul is expressed in the eagerness with
which he gazes forward, on stepping past the sleeping Cerberus”
(420).

In his French and Italian Notebooks
Hawthorne reports that in 1858, during his stay in Florence, Powers
(1805-73) was working on a statue of Washington, statue of
California (281), two busts of Prosperine and
Psyche (311), a bust of the reigning Grand-duchess of
Tuscany (312), busts of Melancholy or Contemplation
(313), and Luly’s Hand (313). The pages of the
Notebooks register entire conversations the author had with
the sculptor, and provides detailed descriptions of his works.
According to Hawthorne, it was a pity that Powers would not return
to America, because, in Hawthorne’s opinion, “he is so very
American in character, and also because, it appears to me, he
profits little or nothing by the works of art around him, and,
indeed, has never studied them to any great extent”
(Notebooks 437). “The only convenience for him of his
Italian residence is, that here he can supply himself with marble,
and with workmen skilled to chisel according to his designs,”
Hawthorne concludes (Notebooks 437). Rebecca Reynolds’ essay
on Powers, “‘No Ordinary Hands’: Hiram Powers’ Artistic and
Professionally Related Family,” illustrates more in detail the
relationship Powers had with his Italian workmen.

As mentioned earlier, Greenough and Powers were
among the first American sculptors to study and work in Italy. The
opportunity to closely examine original Italian statues and to
collaborate with skilled marble cutters had a great impact on the
progress of their professional careers. Yet, despite the Italian
influence on their works, their artistic production was aimed at
American patrons, and they were looking to America for finding
national subjects they could execute in Italian marble. Powers’
statues California and America can be indicated as
examples that demonstrate the importance the sculptors placed on
American themes. Thus, with their national subjects, the pioneering
sculptors contributed to the development of purely American
art.

In the same way as they focused on America in
their themes, the social life of American artists centered around
compatriots. In their descriptions of the artists’ lives in Italy,
both Hawthorne and Taylor confirm that Americans spent their time
mainly with other Americans and, consequently, did not lose their
American traits. As Taylor affirms, the gatherings of the American
artists in Florence were “so unrestrained, American-like” (382).
Dr. Osgood provides another, later nineteenth-century testimony of
the American artist circles in Florence. Among the sculptors
working in Florence at the time of his visit, Dr. Osgood mentions
Gould from Boston, who had in his studio near the Porta Romana his
Cleopatra, West Wind, a head of Christ and
another of Satan. Hiram Powers is said to have established
himself in his new villa with adjacent large studios, where he had
“quite a gallery of American heads,” including his bust of the poet
Henry Wadsworth Longfellow (Osgood 420-21). The sculptor Ball,
according to Osgood, resided near the house of Powers, whereas
Larkin Meade is said to be have been working on the largest piece
among the American-Florentine sculptors. Like Taylor, Osgood does
not fail to notice that in many respects Florence seemed very
English, while the social life of American artists was clearly
domestic (421). Karen Lemmey discusses the American art colonies in
Florence and Rome in the 1840s in her essay “‘I would just as soon
be in Albany as Florence,’ Henry Kirke Brown and the American
Expatriate Colonies in Italy, 1842-1846.”

In Florence, the artists were often seen reading
newspapers at the Caffè Doney or having heated discussions at the
Caffè Michelangelo. In Rome, the international artist circles
gathered at Caffè Greco on via Condotti. Among the famous guests
who enjoyed the intellectual and artistic atmosphere of the caffè,
founded in 1760, were, at different times, Lord Byron, John Keats,
Bertel Thorwaldsen (also spelled Thorvaldsen), Hans Christian
Andersen, James Fenimore Cooper, Thomas Cole, William Page,
Rembrandt Peale, Thomas Crawford, and William Wetmore Story, just
to name a few of the numerous artists who enjoyed the cultural and
intellectual atmosphere of the caffè. As the writer of an article
on “Personal Reminiscences of Thorwaldsen” explains, “when the
day’s work is over he [the artist] saunters down to the Café [sic]
Greco, and sips his coffee in clouds of smoke from pipes and segars
[sic] innumerable, and amid the discordant clang of all the
languages of Europe” (96). It is at the Caffè Greco, the writer
continues, where one

would learn the thoughts of the profound and
earnest German, hear the quick and volatile Frenchman, the Italian
with his keen perceptions and electric feelings, the grave
Spaniard, who hopes some day to renew the glories of Murillo, and
the Russian, toiling on his pension for an Imperial smile and
permission to pass another five years in Italy. Dusseldorff and
Munich, Paris and St. Luke, meet face to face; opinions are sifted,
judgments weighed, impressions compared, new works discussed, the
whole field of art passed in review; and this was part of what
Thorwaldsen meant, when he said that Rome was the artist’s home.
(“Personal Reminiscences” 96-97)

A similar impression of Caffè Greco is given
in “Maccaroni and Canvas” (1862). The article states that at seven
o’clock in the evening the place was at its prime. It was full of
Germans, Russians, English, French, Spaniards, and Americans, while
the Italians were in minority. It was customary to order a small
cup of caffé nero and to smoke a cigar while drinking it
(“Maccaroni” 14). For dinner the artist in Rome is said to have
gone to the Lepre restaurant or to the Falcone (“Maccaroni” 16;
“Personal Reminiscences” 96). The artist’s simple life is said to
revolve around the studio where he/she read, wrote, and worked.

In the same neighborhood where the artists had
their studios and enjoyed their coffee at Caffè Greco, they could
also find live models. Customarily, the picturesque professional
models gathered in the Piazza di Spagna and in the Condotti,
Fratina and Sistina streets (“Maccaroni” 19). The fee charged by
men, women, and children for modeling ranged from fifty cents to a
dollar for four-hour sittings. While male models were able to pose
nude without restrictions, the government had prohibited female
models from posing nude in the different life-schools.
Consequently, it is explained, “they pose in private studios, as
they choose” (“Maccaroni” 19). Yet, Dr. Osgood clarifies, the
relation between the models and artists “is free from the evils
that one tends most to suspect.” Indeed, he had the impression
“that the artist keeps toward his models purely the professional
relation.” “I was led to believe,” Osgood continues, “that a woman
can be a professional model without losing character or reputation,
and that the whole spirit and rule of the art profession are fixed
and severe in this respect” (424). Thus, his defensive statements
underscore the common impression that the reputation of models was
questioned and the relationship between artists and models was
regarded with suspicion.

In addition to the opportunity to find live
models, Italy offered a chance to study original masterpieces. In
the early decades of the nineteenth century, such painters as
Thomas Cole (1801-48) were drawn to Italy to study famous paintings
that were familiar to many Americans through copies and etchings.
Cole’s paintings, as John F. McGuigan Jr. explains in “‘A Painter’s
Paradise’: Thomas Cole and His Transformative Experience in
Florence, 1831-1832,” were influenced by the work of the
seventeenth-century Italian and French artists Salvator Rosa and
Claude Lorraine. An article published in Harper’s New Monthly
Magazine in September 1879 recognizes Cole as the pioneer in
American landscape painting: “No school of art ever came more
rapidly into being than the landscape school, which owes its rise
to Cole” (Benjamin 481). The chance to exchange ideas with other
artists was also extremely valuable for the young Americans. For
instance, Cole, who had repainted his Voyage of Life, met
Bertel Thorwaldsen in Rome after his return from Denmark. Cole was
eager to show his four pictures to the highly admired Danish
artist. When Thorwaldsen entered Cole’s studio, he walked “directly
to the first piece, and taking the words from Cole’s mouth as he
began his explanation, went through the whole story, reading it
from the canvas as readily as if the trees and flowers had been
words.” Thorwaldsen’s final conclusion of Cole’s work was: “A great
artist! what beauty of conception, what an admirable arrangement of
parts, what an accurate study of nature, what truth of detail”
(“Personal Reminiscences” 97).

While Cole worked on his original landscapes,
many American artists in Italy spent their time in museums and
galleries copying Italian masterpieces. Hawthorne reports about the
long waiting lists at the Pitti Palace in Florence. He explains
having heard from Miss Fanny Howarth, an English literary lady,
that “to copy the Madonna della Seggiola, application must be made
at least three years beforehand; so many are the artists who aspire
to copy it” (Notebooks 306). Such artists as William Page
(1811-85), who lived in Italy in 1849-60, initially copied
paintings in the numerous galleries and museums. He was a friend of
the poets Robert and Elizabeth Barrett Browning and a close friend
of the writer James Russell Lowell. As Lowell reports in a letter
from 1852, he first met Page in Florence, at the Uffizi gallery,
where he was copying Titian. Subsequently, the painter and writer
met again in Venice, where Page was making sketches at the gallery
of the Academy. From Venice Lowell writes that the two were nearly
all the time together at the museums, in the gondola, or at
the Piazza in the evenings (261). Page later became a portrait
painter, and Hawthorne offers a testimony of his career from 1858.
As Hawthorne explains, he had heard that Robert Browning has “had
no less than seventy-three sittings” with Page for a portrait. As a
result, “every hair and speck of him was represented; yet – as I
inferred from what he [Browning] did not say – this accumulation of
minute truths did not, after all, amount to the true whole”
(Hawthorne, Notebooks 339). Instead, S.G.W. Benjamin praises
Page’s portraits in his article “Fifty Years of American Art”
(1879) as having “a dignity and repose, a grasp of character, and a
harmonious richness of color that are wonderfully impressive”
(495).

As Cooper, Hawthorne, and Lowell testify,
American artists working on their paintings and sculptures were
intimate friends with many American writers who also were
concentrating on their creative work in Italy. Friendships between
visual and literary artists include, for example, Henry James who
was an intimate friend of Elizabeth Boott and William Wetmore
Story, and the Vedders who were dear friends of William Dean
Howells and his wife. At times the artists ran into each other
during their travels not only in Europe but as far away as in
Africa. For instance, the American author, Constance Fenimore
Woolson, met Elihu Vedder in Egypt during her visit there in
1889-90. She writes how on Easter Monday she entered the parlour of
Mrs. Benedict where she found “Elihu Vedder the artist” singing in
a chorus with others “the old familiar words” of “Tenting on the
Old Camp Ground” (Benedict 362). According to Benjamin, Elihu
Vedder (1836-1923) was one of the most prominent among American
artists. As Benjamin affirms: “Mr. Vedder’s early genre and
landscape compositions are full of deep suggestions and weird
attempts at psychology in color […] Since Mr. Vedder took up his
residence permanently in Italy he has improved in technique, as
witnessed by his remarkable painting called a ‘Venetian Dancing
Girl’” (495). James Jackson Jarves admires Vedder for his highly
poetical insight into the heart of man and nature, and his
versatile talent. According to Jarves, Vedder’s “highly
intellectual” motives cover a range of topics from a realistic
treatment to the grotesque, abstract, sentimental, and even
humorous (54). Mary K. McGuigan examines Vedder’s life in Italy and
his relationship with the Tuscan Macchiaioli in her article “A
Garden of Lost Opportunities: Elihu Vedder in Florence,
1857-1860.”
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Figure 1. William Wetmore Story, Robert
Browning (1861).

Courtesy of Casa Guidi.

Another artist who is claimed to have possessed
“great and versatile genius” and to have led “a remarkably varied,
yet uniformly successful life,” is William Wetmore Story (1819-95)
(Osgood 423). His home was one of the central gathering places for
Americans in Rome. Among the many guests at Story’s home in Palazzo
Barberini, where he lived from 1849, were Nathaniel Hawthorne,
Leigh Hunt, Harriet Beecher Stowe, and Harriet Hosmer, whose
residence was close by. Story, who was an intimate friend of the
poet Robert Browning and his wife Elizabeth Barrett Browning, made
terracotta busts of the couple. The bust of Robert Browning is from
1861.

Osgood praises Story’s heroes and sages as “an
original and valuable contribution to American art.” Indeed, as the
critic wonders while looking at Story’s art works: “Is it not clear
that our nineteenth century must make its own mark in sculpture as
well as in painting, architecture, music, and the drama, and that
the thoughtful, interior spirit of our age must record itself in
marble and brass as well as in colors and tones?” (423). One of
Story’s most famous works is Cleopatra from 1858. It appears
in Hawthorne’s novel The Marble Faun (1860), which brought
fame both to the artist and this particular sculpture.

Hawthorne’s fictional story set in Rome, The
Marble Faun introduces many of these nineteenth-century
American artists living in Rome in the 1850s. For example,
immediately in his “Preface” the author admits to have used the
statue of a Pearl-Diver at the studio of Paul Akers, a “magnificent
statue of Cleopatra” by William Wetmore Story, a certain bronze
representing the history of Columbus by Randolph Rogers, and the
“noble statue of Zenobia” by Harriet Hosmer (4). Paul Akers,
mentioned by Hawthorne, had been in Florence in 1852 to pursue his
studies, but had returned to America in 1853. Two years later, in
1855, he returned to Italy, this time to Rome because he was
convinced that he belonged there. He took a studio in the Via del
Crecie, where, Leila Woodman Usher argues, he conceived his finest
works (463). Indeed, he worked on his Pearl Diver while also
teaching a pupil, “a New York lady who will make New York proud of
her.” The lady in question was Miss Stebbins, who, according to
Usher, lived together with Miss Harriet Hosmer (464).

From 1853 to 1860, Harriet Hosmer (1830-1908) was
studying under the English sculptor John Gibson in Rome. She is
known for her neo-classical style of sculpture. She was Hawthorne’s
friend and the protégé of the actress Charlotte Saunders Cushman.
One of Harriet Hosmer’s most celebrated works is Zenobia in
Chains (1859). “This Zenobia is a queen,” raves a review from
1865. “Miss Hosmer has not thought it necessary to color her
statue, because she knew that the utmost capability of sculpture is
the expression of form,” continues the critic. Hosmer, who was a
frequent guest of the Brownings at Casa Guidi in Florence, made a
small sculpture of their hands. The clasped hands of Robert and
Elizabeth Barrett Browning were cast in Rome in 1853.

Mrs. Browning describes her friend in a letter to
Miss Mitford written on 10 May 1854 with the following words:

I should mention, too, Miss Hosmer (but she
is better than a talker), the young American sculptress, who is a
great pet of mine and of Robert’s, and who emancipates the
eccentric life of a perfectly ‘emancipated female’ from all shadow
of blame by the purity of hers. She lives here [Rome] all alone (at
twenty-two); dines and breakfasts at the cafès precisely as a young
man would; works from six o’clock in the morning till night, as a
great artist must, and this with an absence of pretension and
simplicity of manners which accord rather with the childish dimples
in her rosy cheeks than with her broad forehead and high aims.
(Browning 321)

Indeed, Miss Hosmer is claimed to be “in
herself a fact of the new womanhood of our time” and to be “at the
head” of American lady sculptors at Rome (Osgood 422).

One reviewer praises Miss Hosmer as a true artist
under whose “womanly supervision” the marble cutter has chiseled
the masterpiece Zenobia (“Harriet Hosmer’s Zenobia” 249-50).
However, despite her success, Hosmer and other women sculptors
often were accused of not doing their own work and of leaving the
physical labor to their assistants and marble cutters. Hosmer wrote
an article in response to the accusations against American female
sculptors. In her essay “The Process of Sculpture,” she explains in
great detail the procedure of making sculptures and the role
assistants and marble cutters have in the process. In defense of
her artist friends, she points out how such male artists as
Thorwaldsen and even Crawford, with bigger commissions in
particular, also relied on the help of their pupils and workmen. As
Hosmer argues, women artists alone are deprived of the merit of
their work, which is attributed to the skill of their workmen.
Instead, women artists, she demands, should be entitled to the
credit of their talent and conscientious labor in the same way as
men (734-37).
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Figure 2. Harriet Hosmer, The Brownings’
Clasped Hands (1853).

Courtesy of Casa Guidi.

The American women who succeeded in attaining
“high repute as sculptors” were, according to one critic, Miss
Harriet Hosmer, Miss Margaret Foley, and Miss Emma Stebbins (Conant
704). In addition to these three women, Edmonia Lewis can be
included among the American female artists to obtain success in
Italy. Lewis, the “American sculptress of African descent,” is
frequently mentioned in Harper’s Bazaar as it reports on her
success in Rome. The sculptress is variously referred to as “our
ebony American sculptress” or “a colored damsel” and “our colored
sister, who is doing so well in Rome” (Harper’s 5.19, 5.43,
1.3, 6.34). This “tinted sculptress” is reported to be “the only
person of that tint who has ever won fame with the chisel.” She is
said to be making her fortune in Rome from orders received from her
English patrons, the Marquis of Bute and Lady Ashburton
(Harper’s 5.19, 13.51). Harper’s Bazaar claims that
Lewis has so many orders that she is keeping “nine white assistants
busy.” Her fees are said to be as high as £300 for a group, and for
two orders she is said to receive as much as $50,000 each, which
was an enormous amount especially in the nineteenth century (5.43,
3.24, 6.10). In 1873, she is reported to have obtained gold medals
for her “Sleeping Children” and “Love Caught in a Trap” at the
International Exhibition of Sculpture and Paintings at Naples
(Harper’s 6.34). Even the Pope is claimed to have visited
her studio in Rome and to have blessed her work (13.51). In
addition to following her life in Rome, Harper’s Bazaar
reports on Edmonia Lewis’ visits to San Francisco and, in 1869, to
New York, where at No. 198 Prince Street, “photographs of some of
her productions may be seen by those who are curious to see what a
colored girl can do in art” (2.28). From these flashlights turned
on her persona it seems rather evident that people were curious of
Edmonia Lewis not only for her artistic success but also because of
her gender and race.1

Lewis is again mentioned in an article written by
William Mathews as an example of successful nineteenth-century
African-Americans. “The Negro Intellect” (July 1889) focuses on
demonstrating that “there is nothing in the physical or moral
constitution of the negro which renders him less susceptible of
improvement, under favorable circumstances, as other men” (97). To
demonstrate his point, Mathews names famous African-Americans,
among them Frederick Douglass and Edmonia Lewis, “the sculptor, who
has wrought many fine works of art” (98). The Board of Women
Managers from the World’s Columbian Exposition writes, in 1893,
that Lewis, whose “[u]nflagging, persistent, well-directed study in
Boston, years of devotion in art in Italy and France, have won her
name and fame on both sides of the vast Atlantic.” She is reported
to be executing orders for individuals in Europe and America (52).
As Marilyn Richardson explains in her article “Friends and
Colleagues: Edmonia Lewis and Her Italian Circle,” Lewis, together
with Hosmer, was one of the American female artists working in Rome
that Henry James grouped together under the famous title “the white
marmorean flock” in his biography on Story.

In William Wetmore Story and His Friends,
Henry James reports on the activities of numerous American artists
working in Rome and Florence. For example, he mentions Hiram Powers
and his Greek Slave, “so undressed, yet so refined, even so
pensive, in sugar-white alabaster” (114) and Thomas Crawford who is
reported to be “making a small model of his Washington monument”
(245). James, who was also a close friend of John Singer Sargent,
offers his opinions in his reviews on the works of this
cosmopolitan friend and artist living in Italy. In “John Singer
Sargent, Italy, and the American Paradox” Kathleen Lawrence looks
at the importance of Italy for Sargent, discusses his works, and
analyzes Henry James’ reviews of Sargent’s artistic production.

Born in Florence in 1856, Sargent is claimed to
be “one of the most prominent figures in the modern world of art”
before reaching his fortieth year (Coffin 171). Talented in
languages, he mastered French, Italian and German, in addition to
his native language (Coffin 172). As a testimony of the success of
Sargent’s truly cosmopolitan career, William Coffin explains that
he is “celebrated in Paris, London, [and] the other art centers of
Europe” (171). Although his portrait of Mme. Gauthereau, a
celebrated Parisian beauty, aroused a storm of disapproval when
exhibited at the Salon of 1884, it was admired for the “exquisite
style,” its “marvelous technical qualities,” and the “sensitive
drawing of the head.” As Coffin argues: “Some of Sargent’s friends
speak of it as his masterpiece, and others declare that he himself
so considers it” (175). Sargent, the “citizen of the world,” is
admired for his technical skill and beauty of color in such
portraits as Beatrice (van Rensselaer 798).

Many of these artists never left Italy. Hiram
Powers, for example, often talked about returning to America but
instead, he remained in Florence until his death in 1873. Powers,
together with Elihu Vedder, Elizabeth Boott Duveneck and William
Wetmore Story are just a few of the artists who are buried in the
cemeteries of Rome and Florence. Powers is buried in the Protestant
Cemetery in Florence, Vedder’s grave is at the Testaccio, or
Protestant, cemetery in Rome, and Elizabeth Boott Duveneck’s tomb
is at the Allori cemetery in Florence.

[image: Image]

Figure 3. Frank Duveneck, Tomb Effigy of
Elizabeth Boott Duveneck (1891).

Allori cemetery, Florence.

Her husband, Frank Duveneck (1848-1919), made the
tomb effigy in 1891. Another version of it, of bronze and gold
leaf, is exhibited at the Metropolitan museum of art in New York.
Instead, William Wetmore Story is buried at the Protestant Cemetery
of Rome. Story’s statue, Angel of Grief (1894), was created
in memory of his wife. The inscription of the grave reads: “This
monument is the last work of William Wetmore Story, executed in
memory of his beloved wife.” With her delicate wings, the angel
shelters the tombs of both the artist and his wife.

In 1870, James Jackson Jarves writes: “enough
have been cited to establish the fact that our artists, as well as
our public, are now ready to welcome and help sustain museums of
art” because art has become “an integral part of the national
education, as well as the nation’s most important and prolific
source of enjoyment” (55). By 1876, the signs of progress in
creating and accepting art were evident. As Conant points out:
“Statuary forms a more or less important part of every Academy
exhibition, and it is no longer necessary to set apart a day
exclusively for the admission of ladies. Nor is it longer essential
that an American sculptor should reside in Italy” (703). In sum,
prior to 1876, then, Italy was considered indispensable to the
nurturing of American artists and to the creation and execution of
American art. The essays in this vo [...]
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