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Thomas Doughty (1793-1856)

The Brandywine with Gilpin’s Millcirca 1825-1830
Oil on wood panel, 12 x 17 inches

Museum purchase

2005.10

Philadelphia-born artist Thomas Doughty taught leifin® paint
through study of European works in Philadelphidemions. As a
forerunner to Thomas Cole and the Hudson River &8che was one
of the earliest Americans to devote himself exdlelsi to landscape
painting. His depictions of the Brandywine Valldjeo gentle
picturesque nature.

During the 18th and 19th centuries, the many roitishe Brandywine
River supported a variety of industries. The pap#éirdepicted in this
painting was built in 1787 by Joshua and ThomapiGiDoughty
painted several views of this mill, two as seemfrover-bank level,
and another two, including this painting, from edls-eye perspective.
The artist exhibited his “Gilpin’s Mills” paintingat the Pennsylvania
Academy of the Fine Arts, and several were repredws engravings
and lithographs in picture books and periodicals.
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Asher B. Durand (1796-1886)
Landscape, Wood Sceroirca 1854
Oil on canvas, 24 x 18 inches
Gift of Amanda K. Berls

80.3.11

A leader of the Hudson River School of landscapetpes, Asher
Durand began painting landscapes after a distingdid5-year career
as an engraver and a brief foray in portraituriialy, Durand’s
landscapes echoed the Arcadian themes and mytbalgmiradise of
his mentor, Thomas Cole. After Cole’s death in 1848 tenor of
Durand’s work shifted to a more realistic portragbthe natural
world. His work and ideas were influenced by théings of Ralph
Waldo Emerson, William Cullen Bryant and others vextolled the
world in its natural state as a place for contetnmtaand worship.

Landscape, Wood Scersea plein air study painted while Durand was
in the Catskill Mountains. The composition, a foreserior, features
towering trees and softly filtered light reministena cathedral
interior. The focus of the painting is a beech tmd gnarled, exposed
roots set among rocks and vegetation in varyingestaf growth and
decay, symbols of the cycles of life. Later, in $tigdio, Durand used
this painting and other studies to create a wedlvkmlarger workJn

the Wood¢1855), now at the Metropolitan Museum of Art.
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Jasper Cropsey (1823-1900)
Autumn on the Brandywine Riyd887
Oil on canvas, 10 % x 20 ¥ inches
Museum purchase

81.7

Fall colors are reflected on the surface of watelasper Cropsey’s
Autumn on the Brandywine Rivétainted late in the artist’s life, the
jewel-like work is most likely based on sketchesimay Cropsey on
an earlier trip to the area. The influence of HudBover School artists
such as Asher Durand is evident in Cropsey’s pagiproach to the
landscape. Here nature expresses the passagesoféipnesented by
the colorful change of seasons and the setting sun.

Cropsey specialized in painting autumn scenesraneélted
throughout the season across the NortheasterndJaitges to record
colorful landscapes. When exhibiting his work o tinips abroad,
European viewers questioned the brilliant hues®phinting. The
artist sent for leaves from New England to proweadhcuracy of his
colors.

Born in Staten Island, New York, Cropsey initiditgined as an
architect and later studied art at the Nationald&ray of Design. He
achieved financial success for much of his catagrputlived the
popularity of his style of landscape painting.
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William T. Richards (1833-1905)

The Valley of the Brandywine, Chester County (Seipte) 1886-87
Oil on canvas, 40 x 55 inches

Signed lower left, W.T. Richards

Museum purchase

86.10

In 1884, the already highly accomplished lands@mkemarine painter
William Trost Richards acquired a farm in Chesteufty,
Pennsylvania, and over the next five years paiatseries of poetic,
moody landscapes depicting the region’s rollingshitalleys, streams
and farmland.

The Valley of the Brandywine, Chester County (Seipée)is one of
the largest works produced during those years aggkpts a
panoramic view that combines precise detail wittalder, more freely
painted brushstrokes and luminous light effectsuiggest the
atmosphere of a late summer to early autumnalTagy.dominance of
nature is expressed in rain clouds that threateattghort the work of
the small figures of the mowers cutting and gatigehay in the
foreground and in the scale of the figures, a featfi Hudson River
School art.

Richards’ approach to the subject of this paintthg culmination of
stylistic and thematic influences. These includedarly training in
realism at the Dusseldorf Academy in Germany, dmigation for the
Hudson River School’s grand, symbolic landscaped,the French
Barbizon School’s focus on intimate, rural subjects

In 1890, Richards sold his Chester County farmlafi®Pennsylvania.
He had spent a good deal of his life in the regiiie also making
extensive sketching expeditions through New Jerdew York, New
England, and England. Richards settled permananihode Island
to focus on painting dramatic coastal views andies®f breaking
waves.



Portraits and Genre
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Benjamin West (1738-1820)

Martha Harford Hare (Mrs. Richard Hare)l775
Oil on canvas. 35 % x 27 inches

Gift of Hope, Esther Binney and Charles Hare
2005.4.1

Benjamin West captured a family drama in this fdrpwatrait of
Martha Harford Hare. Elegantly dressed in layersatf fabrics, the
woman holds a letter with the heading “Philadelphié&’5.” Her son,
Robert Hare, wrote the letter to inform her thahassult of courtship
and marriage, he would not be returning to Englémdeply, Martha
Hare commissioned this portrait and had it semiitm Her opinion is
conveyed by West through her stern expressionkisearf and the
inclusion of the letter.

Martha Harford (1720-1786) was born in Bath, Endldn 1745, she
became the second wife of Richard Hare. Her sobeRdlare (1752-
1811) became a prominent businessman and politiciBhiladelphia.

Benjamin West (1738-1820) was born near Philadalpkie painted
portraits in the city before moving to New York ateter, Europe.
West settled permanently in England where he bedamen for
images of historical, religious and mythologicab@ats.



Jefferson David Chalfant (1856-1931)

Portrait of Miss Mary du Pontcirca 1906

Oil on canvas

Gift of Mr. and Mrs. Douglas Buck, Wilmington, Delare
80.1

For over 20 years, J. D. Chalfant was enormoustgessful as a
painter of trompe I'oeil and genre until populateirest in such
subjects declined. In 1907 he turned his attertbquainting portraits
of members of Wilmington, Delaware, society.

Chalfant’s portrait of Mary du Pont reveals heraeed staunch,
implacable presence. Proud of her powerful faniiigdge and
comfortable life style, she is said to have requifret the artist depict
her in her private sitting room seated next todiectric lamp, a new
and expensive invention at the time.

As with his genre subjects, the artist made extensse of the camera
to record the placement of figures and props. Frbotographs he
made preparatory pencil studies and then his fiaadtings. Although
a photograph corresponding to the pose and settitige painting of
Mary du Pont has not been discovered, the musecwiiection
includes a pencil drawing that matches the scatheofinal oil.
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William Tylee Ranney (1813-1857)
The Tory Escort] 857

Oil on canvas, 36 x 35 inches

Gift of Mrs. J. Maxwell Moran

97.5

William Tylee Ranney is best known for his depiogof the
American West, but in his lifetime he was also mgguped as an
important painter of historical, sporting and gescenes. This
historical genre work reveals his interest in coivg the patriotism
and bravery of the ordinary, nameless citizen-soldnThe Tory
Escort a bound and bloody patriot is led away by Britislyalists.
The young prisoner stares at his captors defiaglgt house torched
by raiders burns in the background.

Authenticity of details was important to the araisid isseen in the
attention to the uniform worn by the soldier. Apitéed, colonists
enlisting with the British army were issued greaifarms and cocked
hats. Ranney’s painting also shows close attemtidhe horses and
sensitive skill in depicting their anatomy. He repdly kept many
animals at his studio for making studies.

Ranney was virtually self-taught, although his eigpees as a young
man out west, participating in the Texas Revolutaid much to
shape his interest in portraying western themem BoMiddletown,
Connecticut, he later lived in Fayetteville, No@hrolina; Brooklyn,
New York; New York City and West Hoboken, New JgrsEnis is
one of the last works completed by the artist, digal of tuberculosis
at the age of 44.



/
£
g S T
@ aet e

Bruganmnseasanah ™

2011 Brandywine River Museum

",‘4*

Horace Pippin (1888-1946)
Saying Prayers1943

Oil on canvas, 16 x 20 inches
Museum purchase

The Betsy James Wyeth Fund
80.4

In this genre painting of an interior setting, flggires of a mother and
two small children reveal the family’s closenesise Toom featuring
their few utilitarian belongings focuses attent@nthe quiet, orderly
domestic scene. With its subdued colors and des&ipnagery,
Saying Prayerslescribes the importance and tenderness of a daily
ritual.

A self-taught artist, Horace Pippin had an inn&t#itg to express
experience and emotion in design and color. He Igieghforms and
thoughtfully arranged them in narrative compos#iadis use of color
was inventive, his shapes flat but exuding charaated his
perspective shallow yet highly evocative of space.

Pippin was born in West Chester, Pennsylvania iaed in poverty
most of his life. During World War | in France, bestained a serious
injury to his right arm. After the war, he returnedWest Chester, and
devised a method of supporting his disabled arrh tig left hand to
paint. Late in his life, his talent was noticedMyC. Wyeth and art
historian Christian Brinton. Through their efforBippin’s poignant
images were exhibited in West Chester in 1938 atlgeaMuseum of
Modern Art. These exhibitions attracted major aufbes, such as
Albert Barnes. Pippin since has been regarded @a®bAmerica’s
most important 20th-century African-American adjsand one of the
finest untutored painters of this country.



Still Life and Trompe I'Oeil

Severin Roesen (circa 1815—circa 1872)
Still Life, Fruit in Landscapel858

Oil on canvas, 16 x 20 inches
Museum Volunteers' Purchase Fund
99.5

Severin Roesen was a prominent and prolific paioftéush fruit and
flower still lifes. Soon after immigrating to Newovk City from
Germany in 1848, Roesen exhibited and sold hidifilpaintings at
the American Art Union. This organization expangedlic interest in
the arts by purchasing hundreds of paintings frameAcan artists and
distributing them by lottery to members. His woekeals the
influence of 17th-century Dutch Baroque and conteragy German
academic realism. The artist’s elaborately stagpebbailliantly

colored tabletop pictures are typically piled hwgith fruit and

flowers, leaving no area of the composition empty.

LLTTT

Roesen left New York for Pennsylvania in 1857 agitied in
Williamsport about 1860. He developed reliable adége in the
booming lumber town and also supported himselfughoteaching.
This painting is his first Pennsylvania subject ara$ likely
completed before his arrival in Williamsport. ltrsmarkable for the
inclusion of the landscape in the upper right coraed is the earliest
instance of this element in his work. The water eoilihg hills may
well reflect his travels through Pennsylvania.

©2011 Brandywine River Museum
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William Michael Harnett (1848-1892)
A Man’s Table Reversed877

Oil on canvas, 12 x 10 inches

Gift of Amanda K. Berls

80.3.14

The arrangement of objects in this still life byrhiett is nearly a
mirror image of an earlier painting entitli@dvian’s Tableand thus
accounts for this titlej Man’s Table Reverse#iarnett is
acknowledged as a leader of laté®t@ntury American “trompe
I'oeil.” In this painting, the artist conceived leemposition with
precision to achieve a sophisticated balance ahgitam of repeated
shapes and directional lines. The painting’s ibasiry effects show
convincing color, scale and rendering of textuhesddition,
Harnett’'s shallow compositional space emphasizesdume of
objects and gives the appearance of the pipe stedmatchstick
projecting forward toward the viewer with a heigied sense of three-
dimensionality.
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John Haberle (1856-1933)

Torn in Transit 1890-95

Oil on canvas, 13 %2 x 17 inches
Gift of Amanda K. Berls

80.3.12

Like William Michael Harnett and John Frederick ®etohn Haberle
was one of his generation’s most skillful and inwenpainters of
trompe I'oeil subjects. By the 1890s, he achiewdital recognition
for his talent in illusionistic techniques. He srf#d, however, from
weakened eyesight, most likely due to his intersmpe I'oeil
technique, and began producing paintings—likedhis-that combine
detailed, illusionistic passages with broader, npaaterly ones.

Torn in Transitis one of three painting-within-a-painting compiasis
that creates the illusion of a torn parcel. Thesgstclosely rendered
detail of the painted shipping label and the staogtrasts with a
loosely rendered painterly landscape. The twinepamr cast a
believable shadow onto the brown wrapping and tredandscape,
which is believed to depict a known chromolithodraipat was
popular at the time. The exacting detail of thgapimg labels
reportedly caused viewers examining the work abxdmbition to
advise the owner to seek damages from the expoasgany.

About 1900, Haberle was forced to give up paintog to his failing
eyesight. He lived thereafter in relative obscuiritjNew Haven,
Connecticut, where he had resided most of his life.
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George Cope (1855-1929)

Indian Relics 1891

Oil on canvas, 30 Y4 x 23 % inches
Museum Volunteers’ Purchase Fund
77.6

George Cope lived most of his life in the West Gérearea of Chester
County, Pennsylvania. An avid hunter and fishern@ope’s many
landscapes of the local countryside reflect hisotlen to nature. It is
for his trompe I'oeil work, however, that he is bkesown today. Cope
first took up the style about 1887, when it wadgsaheight of
popularity. He quickly mastered the art of illusem and drew the
attention of the local press and collectors. Hmitation grew, and in
the 1890s he was receiving commissions from wealthigctors in
Philadelphia and elsewhere.

Indian Relicswould have appealed to patrons of the day asdoth
trompe I'oeil painting and as a western-themed Qree of Cope’s
most original trompe I'oeil compositions, it degiddative American
artifacts that the artist may have collected ornpavtest as a young
man in the late 1870s. It includes two pipes oft{fpe made by Plains
Indians in the early 19th century; trade beads fitsm the 19th
century; spear points believed to date from bed@@ A.D.; a stone ax
head that may date from before 800 A.D.; a Ketl@ade pistol and a
bowie knife. A clipping lies across the ax headjcémg one to read
the virtually indecipherable text. The paintindlasionism is
heightened by the shadows, bullet holes, and théhad seems to
protrude into the viewer’s space. Textures, esfigcrathe painting of
the wooden board and the knife blade, are mastgrirdered.



©2011 Brandywine River Museum

Jefferson David Chalfant (1856-1931)

Which is Whichycirca 1890

Oil on wood panel, 3 x5 inches

Gift of Mr. and Mrs. Richard M. Scaife and the Ajleeny Foundation
97. 17

Part of the artist’s intention in creating a trontipeil still-life

painting is to fool the viewer into thinking a pted object is real. In
this painting, J.D. Chalfant challenges the vietseimcluding a real
object, a stamp, next to its painted image. His #&itks us to decide
“Which is Which?The illusion was so complete at the time the work
was created that the owner of a similar paintin@bglfant wrote the
following to the artist: “Dear Sir: | own a pictuby you of two
postage...stamps...I have forgotten which is the taahg and which
is the painted one and would feel obliged if you iindly inform me
which is the painted one.” With the passage of {ithe actual stamp
in this painting has faded, making it easier tainiigish.

Although Chalfant painted trompe I'oeil still lifésr four years, due to
his meticulous working methods he produced onlyualaldozen such
works. He turned to other subjects at the end@fi@th century when
still life lost popularity, and still later to poditure.



Howard Pyle
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Howard Pyle (1853-1911)

Frontispiece foiThe Wonder ClogKL887

Ink on paper, 9 ¥4 x 6 Y2 inches

lllustration for Howard PyleThe Wonder Clock; or, Four and Twenty
Marvelous Tales, Being One for Each Hour of the ,INgw York:
Harper and Brothers, 1888

Museum Volunteers’ Purchase Fund

76.3.13

The book,The Wonder Clogks a compilation of well-known folk and
fairy tales re-written and illustrated by HowarddyT hey first
appeared serially iRlarper’s Young Peoplbetween 1885 and 1887.
Quality—both literary and artistic—was Pyle’s ficginsideration when
creating children’s books. Each page was laid atit an eye for
design. His decorative pen and ink drawings closgégrate with the
text and create unified, distinctive presentations.

Pyle’s illustrations were inspired by both claskaad Renaissance art,
and particularly the work of German artist AlbreEhtrer (1471-

1528). In the frontispiece farhe Wonder ClockPyle includes an
hourglass, a scythe and a laurel leaf, all wellvkmelassical symbols.
The artist’'s drawing of a winged figure attiredfliowing robes
instructing a youth to play the pipes, and elemehtke landscape,
suggest Durer’s highly detailed, linear style.
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Howard Pyle (1853-1911)

The Nation Makerscirca 1902

Oil on canvas, 40 % x 26 inches

Frontispiece foCollier's Weekly June 1906

Museum purchase

Purchased through a grant from the Mabel Pew Mirust
84.12

The Nation Makergemonstrates many of the compositional lessons
Howard Pyle passed on to his students. The scawio-filled and
tightly cropped. Diagonal lines direct the movemantd the dramatic
use of color, particularly red, leads the vieweys through the
painting. A flag, muskets, bayonets, drums, andurns details reflect
Pyle’s abiding interest in historical artifacts.€Tpainting is thought by
many to be among the finest done by Pyle.

The site of the Battle of Brandywine (September7)7ih Chadds
Ford, Pennsylvania, is adjacent to the summer $cotloere Pyle
offered classes to his illustration students. fewesal summers, the
Pyle family rented a house on the battlefield. Rydes well versed in
details of the conflict an@ihe Nation Makersay depict an actual
event during the battle. The painting was likelyea@s a response to
the area’s rich history, perhaps during or shattgr celebrations in
September, 1902, that marked the"1@Bniversary of the battle. Pyle
was proud of the painting and he chose to includetivo important
exhibitions that traveled the country from 1903-190he work bears
the 1903 copyright line dEollier's Weekly but the image did not
appear in the magazine until June 2, 1906, unacanieg by text.
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Howard Pyle (1853-1911)

The Wolf and Dr. Wilkinson (Once It Chased DoctalkWson into
the Very Town ItselfJ1909

Oil on canvas, 27 x 18 inches

lllustration for Howard Pyle, “The Salem Wolfiarper’'s Monthly,
December 1909

Gift of Mr. and Mrs. Howard Pyle Brokaw

97.19

In this illustration for Pyle’s story, “The Salemadl¥,” the bewitched
daughter of Deacon Graves, in the guise of a wbkses the terrified
Doctor Wilkinson. The painting illustrates Pylefaaginative ability to
create emotion and drama through exaggerated xisasg shapes,
diagonal lines, and stark contrasts in tones ajrcol

The focus of the painting is the figure of Doctoilkivison, whose
heavy, dark, flapping coat contrasts sharply agaimessnowy
backdrop as he flees. The horror of the scenegeésteid towards the
viewer and accentuated by the artist’s attenticimécanimal’s crazed
eyes and the panicked face of Doctor Wilkinson Hiithis dramatic
viewpoint the figures’ exaggerated sizes and pestheighten the
action leaping toward the viewer. The eerie glowhefrising moon
casts an essential layer of fantasy over the scene.



American lllustration

Felix Octavious Carr Darley (1821-1888)
Touchstone and Audre$886

Oil on canvas, 39 % x 34 inches
Museum purchase

91.6.1

Philadelphia-born F.O.C. Darley is considered thentler of
American illustration because of his thematic foounsAmerican
history and rural life and his sophisticated aryisDarley’s career
began in news journals and magazines. He achigetiad notice for
illustrations of Edgar Allen Poe’s short storiebeTartist was
recognized by his contemporaries for his humorracdeation of
colorful characters, for the originality and th@atjuality of his
compositions, and for the elegance of his lines.dtssically-inspired
line drawings for Washington IrvingRip Van Winklg€1848),The
Legend of Sleepy Hollo{®849), and Sylvester Judd¥4argaret
(1856) offer romantic yet compelling views of Angam people and
backwoods characters. Their publication by the Aca@rArt Union in
large format gift books brought him national fame.

The artist is also renowned for his illustratiofisrany American
literary classics, including other writing by Wasgion Irving as well
as works by James Fenimore Cooper, Nathaniel Ham¢hand
Henry Wadsworth Longfellow. Publishers often ina@ddhe phrase
“illustrated by Darley” in their publications togmnote sales.

Touchstone and Audrealepicts characters from Shakespeafs'syou
Like It The painting is a variation of the artist’s earink wash

drawing (collection of the Folger Shakespeare lLijjréhat appeared

as a reproduction in Volume | @he Darley Gallery of Shakespearean
lllustrations (1884). The painting was probably privately

commissioned or painted for exhibition and sale.
©2011 Brandywine River Museum
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Winslow Homer (1836-1910)

©2011 Brandywine River Museum

Winslow Homer (1836-1910) Tenth Commandmerit870

Tenth Commandmerit870 Wood engraving on paper; 16 x 11 inches
Wood engraving, 10 x 9 inches Coverof Harper's WeeklyMarch 12, 1870
Study for cover oHarper’'s WeeklyMarch 12, 1870 Museum Volunteers' Purchase Fund
Museum Volunteer's Purchase Fund 2010.6.2

2010.6.1

During Winslow Homer’s years as an illustrator fra857 to 1875, he made over two hundred designsdod engravings appearing in
newspapers and magazines. His images depict Bastbhew York society, childhood activities, middless life, and images of the Civil War.
Some illustrations became the basis for paintingsli a medium he began using in 1862.

Biblical and moralizing subjects such as are foum@ienth Commandmeate rare in Homer’s work. Some scholars beliea¢ tiiis subject for the
cover ofHarper's Weeklywas suggested by its editor George William Cwatis discreet warning to his friend Henry Ward Beeabout his
clandestine affair with a parishioner. The scamdantually reached the papers two years afterubégation of this engraving. The pencil drawing
is one of only a few surviving sketches by thesaffor any of his wood engravings. The final enghimage differs from the drawing in the
placement of animal figures and in depicting a leowsid instead of a nursemaid. The twining floweey inave been an addition by the engraver.
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Charles Dana Gibson (1867-1944)

The Education of Mr. Pipp: Mr. Pipp Meets Two d tbourier’s
Intimate Friends, a Prince and a DuKi598

Ink on paper, 19 x 28 inches

lllustration forLife, December 22, 1898

Gift of Jane Collette Wilcox

82.16.108

From 1890 to 1910, Charles Dana Gibson was onevariga’s most
successful illustrators. His concept of the modeletican woman
appeared in many of his illustrations and insptredterm “Gibson
Girl.” His tall, athletic, beautiful and modern lo@re was the epitome
of American femininity and new independent spBite influenced
fashion trends and the notion of the ideal beanity)éarly two
decades.

The Education of Mr. Pipjs regarded as Gibson’s best illustration
series. It chronicles the misadventures of Mr. Pgpwealthy
American traveling through Europe with his domimegmwife and two
beautiful, marriageable, Gibson Girl-like daught&gson’s pen and
ink style, characterized by rich darks, subtle litiea, and strong lines
describes the story in this single illustration.with most of the
artist’'s work, this illustration conveys lightheadtsatire. The scene
presents his pointed view of newly emerging wealttt social
climbers.
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Thomas Nast (1840-1902)

Bismarck Putting It in His Pipe to SmoKke382

Ink and pencil on illustration board, 24x 21 ¥ inches
Cartoon forHarper's WeeklyJuly 1882

Museum Volunteers' Purchase Fund

87.8.2

Political cartoonist Thomas Nast was born in Geryreamd came to
the United States as a child. EmployedHarper’'s Weeklymagazine
from 1862 to 1884, he was regaled for his workteslao American
politics of the 1860s through the 1880s, and paldity for his
exposure of the excesses of the Tammany Ring aoslsBVilliam
Tweed in New York City in the 1870s. Nast excebe¢daricatures of
politicians and effectively used symbols in histeans to express
scathing opinions about corruption. He inventedRlepublican
elephant and popularized the Democratic donkey.

Nast also took an interest in international pditielis depiction of
Otto von Bismarck exaggerates the Prussian Gereaatet’s
characteristic handlebar mustache. The bottle agidqd on the table,
labeled “blut” and “eisen,” represent “blood” andoh,” the title of a
speech given by Bismarck in 1862, promoting theaiderce rather
than diplomacy to resolve issues of foreign polldgre, Nast records
one of Bismarck’s rare defeats; despite his commeswith both
church and government officials, the “Tobacco MaslgBill” did not
pass.
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Frederic Remington (1861-1909)

The Canadian Mounted Police on a “Musical Ride"—“@ige!” 1887
Oil on academy board, 15 ¥ x 23 ¥z inches

lllustration forHarper’'s WeeklyDecember 24, 1887

Museum purchase

88.18.1

Frederick Remington is famous for his illustratiossulpture and
paintings of the American West and Native Amerisahjects. He
spent a year or more at Yale University art sctoolleft in the spring
of 1881 to travel west. He worked as a sheepheadsaloon keeper,
and as a cowboy accompanying military troops indnaddampaigns.

Remington began contributing illustrations to nesysgrs and
magazines in 1886. The publication of his dramagigictions of
frontier and Native American life significantly ciibuted to the
public’s romantic fascination with the West. Hidlitary pictures,

such as this depiction of Canadian mounted polege also widely
admired. This important early work is based onatiest’s
observations of mounted police during a trip to &min the summer
of 1887. The work shows qualities that made Remmdamous, such
as his keen eye for detail and ability to rendénitepl, exciting scenes.



Alice Barber Stephens (1858-1932)

The Woman in Busingsk397

Oil on canvas, 25 x 18 inches

Cover forLadies Home Journaeptember 1897

Museum purchase

Acquisition made possible through Raymond and Bg\&acks
82.12

The Woman in Busine#ustrates a late ¥8century shopping scene
at Wanamaker’s department store in Philadelphia.dhe of a series
of six full-page illustrations painted by Alice Bear Stephens,
collectively titled “The American Woman” commissixhbylLadies’
Home JournalThis series highlighted the changing roles of woinen
American society. Stephens’ illustration presentsnen of different
social classes and emphasizes the prominent rol@mien in the
workplace. The young girl in the foreground poititshe era’s child
labor practices.

Stephens was one of the most prolific woman artikter day
distinguishing herself as an engraver, paintarsitator, and teacher.
Training as an engraver at the Philadelphia Colfeg&/omen
developed her strong drawing skills, and her swidly Thomas
Eakins at The Pennsylvania Academy of the Fine fuitg developed
her understanding of the human form. As an illustrashe
demonstrated confident ability in handling a ranfjsubject matter
and in creating black and white images for reprddac

©2011 Brandywine River Museum
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Jessie Willcox Smith (1863-1935)

Goldilocks and the Three Bowls911

Mixed media on illustration board

lllustration for Penrhyn W. Cousses Child’s Book of StorigdNew
York: Duffield and Company, 1911

Museum Volunteers’ Purchase Fund

75.3

Jessie Willcox Smith became the foremost Ameridastrator
specializing in images of children and childhoofteAworking as a
kindergarten teacher, she sought artistic traimngief stints at the
Philadelphia College of Design for Women in Philati& and at the
Pennsylvania Academy of the Fine Arts. While suppgrherself
through drawing product ads fbadies Home Journaht the age of
29 she joined Howard Pyle’s inaugural class irstilation at Drexel
Institute of Art, Science, and Industry in 1894.esdid with all of his
pupils, Pyle advised Smith to work with subject t@athat she found
most inspiring. Smith’s work is usually a mix ofachoal, pastel,
watercolor, and oil she used for linear emphasistarobtain varied
textures. Her style is a blend of compositionaiedats from poster
design, Japanese art, and the Arts and Crafts Menem

In the illustrationGoldilocks and the Three BowlISmith depicts a
guaint setting and costume that suggests the &anlsnanic origins of
the fairy tale. The elements of the story are tyedelineated for child
viewers: the bears’ house in the woods, three shaivaried sizes
and, of course, three bowls of porridge mentiometthé picture’s title.
Contrary to the story, steam rises from the midbdiel. In the original
story, Goldilocks complains that the porridge ia thiddle bowl is too
cold.
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Frank Schoonover (1877-1972)

Canadian Trapper (White Fang and Gray Beaver in @gn1906

Oil on canvas, 35 x 19 inches

lllustration for Jack LondonWhite Fang pt 3, “The Gods of the
Wild,” Outing, July 1906

Gift of Mr. and Mrs. Andrew Wyeth

85.10.87

In 1903, Frank Schoonover made the first of seuer to the
Canadian north to record its rugged frontier inMdngs and paintings.
He was encouraged by his teacher Howard Pyle supurtis
fascination and to experience the wilderness dyreSthoonover
lived and worked with Eskimo fur trappers and wle @o sketch,
paint, and even develop photographs by devisingall portable tent
heated with a wood stove. His Canadian experiebeeame the basis
of illustrated articles and stories he created dii® return to
Wilmington, Delaware.

Schoonover'€anadian Trappeillustrates a scene in Jack London’s
serialized novelWhite Fangin which the trapper tries to subjugate
the protagonist of the story, a wolf-like dog. Tilkstration builds on
Schoonover’s first-hand experiences in Canada #dsawen Pyle’s
advice about imagining a scene or event for ilatgin. Like London’s
story, Schoonover’s illustration takes the viewpaihthe animal,
which, having been kicked aside by the trappeabisut to sink his
teeth into the man’s foot. The severe angle of Schwer’s
composition and the tension of the figures—eachaubio strike—
heighten the drama.
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Maxfield Parrish (1870-1966)
The Artist, Sex, MaJe.909

Oil on paper, 19 % x 16 inches
Cover forCollier’'s, May 1, 1909
Gift of Mrs. Andrew Wyeth
80.29.2

Maxfield Parrish’s highly popular images for booksggazines,
posters, and fine art reproductions are often gueblend of reality
and fantasy. His mature work incorporates precisidime, well-
placed pattern and ornament, mathematically-baseygbasitions,
photographic images, and oil-glaze painting metradile Italian
Renaissance. Such inventive application of antapuemodern
techniques reflects Parrish’s approach to art a@fs. cr

In 1904 the artist signed an exclusive six-yeaitram withCollier’s
to illustrate the magazine’s large-format covetssTarrangement
afforded Parrish better color reproduction of hwkvand greater
freedom in design. Many of his bold graphic worsthe magazine
foreshadow the Op Art work of the 1960s.

The Artist, Sex, MaJavas one of the last in ti@ollier’'s cover series.
The final painting is a montage of Parrish’s phoapis of rocks,
landscapes, and his own image posed for the cdiguaé. Sketched
on stretched paper, the composition was then mhintyers of thin,
luminescent oil glazes. The artist eliminated umssary details,
emphasized light and shadow, and rendered texyusépling on
tiny dots of color, marking with his fingerprintsnd scratching with a
fine tool.
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Rockwell Kent (1882-1971)

The Decamergnl949

Gouache on board, 14 % x 8 % inches

Dust jacket design forhe Decameron of Giovanni Boccagcio
Richard Aldington, trans., Garden City, New Yorkar@en City
Publishing Company, 1949

Museum purchase

2006.13

Painter, illustrator, and wood engraver RockwelhKeas an

influential artist with extraordinary talents. Haarly illustrationsare
adroit, trend-setting works for urbane publicatisnsh ad/anity Fair,
Life, Puck andJudge Kent used the pseudonym “Hogarth, Jr.” in such
drawings, fearing that working as an illustratorubgbtaint his

reputation as a fine artist.

Believing that the routines and editorial contexdjuired by a career in
illustration would limit his painting, Kent periazhlly cut ties with
society to seek artistic inspiration in remote arebAlaska, Tierra del
Fuego, and Greenland. To fund these periodic bigpereen 1919 to
the mid-1930s, and to support his family, he wiantd published
engaging travel journals, magazine articles, arakboichly
illustrated with ink drawings, wood engravings, gaintings. Kent’'s
powerful designs and direct expression garnered/roammissions to
illustrate limited editions of classic fiction. Amg these illustrated
works areMoby Dick Candide Beowulf andThe Complete Works of
William Shakespeare.

One of the artist’s last important book commissinas for the 1949
trade edition of Boccaccio's T4entury workThe DecamerarHis

ink drawings for the book give dramatic visual ccier to
Boccaccio’s themes of vice and virtue, hypocrisg amath, and
egalitarian values. Like most of Kent's work, tepian image for the
dust jacket forecasts the passionate lives angbstof Boccaccio’s
characters and also reflects the artist’'s owntsgirand
unconventional life.
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Al Hirschfeld (1903-2003)

George C. Scott,970

Pen and ink on paper, 30 x 22 inches

lllustration for Rex Reed, “George is on His BeshBvior Now,”
The New York TimeMarch 29, 1970

Museum purchase

90.2

Al Hirschfeld was famous for his caricatures ofatieal personalities
published regularly iflaybill andThe New York Timeslis drawings
are strong graphic compositions composed of fleid gtrokes that
create curvy lines, decorative detail, and boldgpas. Hirschfeld’s
skill with his pen captured both the likeness aaspnality of his
subjects in very few succinct lines. His drawingatain insightful
exaggerations that nonetheless gave engaging aigiheaf character
to his portraits.

The caricature oGeorge C. Scoih pure line exemplifies Hirschfeld’s
wit and keen appraisal of an actor. Hirschfeld’pidion of the actor
exaggerates Scott’s distinctive profile, recediaglme, flattened nose
and prominent chin. The actor’s cupped hand, draview elegantly
curved lines, holds a cigarette and conveys arieigattitude.

In 1945, Al Hirschfeld began hiding the lettershed newborn
daughter’'s name, Nina, within his caricatures. fekl’s joke
thereafter became a tradition. In the draw@eprge C. Scatt'Nina”
appears three times.



N. C. Wyeth
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N.C. Wyeth (1882-1945)

All Day He Hung Round the Cove, or Upon the CIW&th a Brass
Telescopel91l

Oil on canvas, 47 Y4 x 38 ¥ inches

lllustration for Robert Louis Stevensofreasure IslandNew York:
Charles Scribner’s Sons, 1911

Bequest of Gertrude Haskell Britton

92.16.1

In 1911, Scribner’s art editor Joseph Chapin offédeC. Wyeth the
opportunity to illustrate a new edition dfeasure IslandRobert
Louis Stevenson’s classic adventure story. Withur imonths, Wyeth
produced a set of 17 paintings that would enswgedputation as one
of the foremost illustrators of the period.

Wyeth'’s genius partly lay in his ability to envisithe characters he
depicted. His Bill Bones, for example, looks todbdlesh and blood,
truly capable of the piratical life Stevenson wrfiiehim. This figure,
silhouetted above a rugged, misty seacoast, istimguiVyeth kept
detail to a minimum, but he knew which details,tsas the brass
telescope, the cockaded hat and the swirling claa#,gleaming
buttons and shoe buckles, would be most effectivensthe image
was reduced to 6 %2 x 5 ¥ inches, the size of tlo& Blustration. For
generations of readers, this is the very imageilbBBnes that comes
to mind when Stevenson’s famous character is mesdio
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N.C. Wyeth (1882-1945)

In a Dream | Meet General Washingtdr®30

Oil on canvas, 72 x 79 inches

Museum purchase

Purchased with funds given in memory of George €ykvouth
91.9

In 1930, atop scaffolding to complete a mural obfge Washington
for a bank in Trenton, New Jersey, N.C. Wyeth lostbalance and
almost fell 30 feet to the marble floor. The shoekulted in a dream
that haunted him until he committed his vision anvas. In that
dream, Wyeth watched the Battle of Brandywine uhfmdfore him as
Washington narrated. The site of the battle isfaiotrom Wyeth’s
studio, and with his lifelong love of history he sMamiliar with
details of the encounter.

To dispel the dream which he described as “amagwigld,” Wyeth
painted himself on shaky scaffolding in the foregrd, palette and
brushes in hand, speaking to Washington. British/American troops
march across an autumnal colored landscape, aner&@drmafayette
appears in the woods on the left. In the lowerdefher, young
Andrew Wyeth, accompanied by his dog, sits sketghmhe often did
in his father’s studio.

Wyeth wrote to his brother, “This is the paintifgt | am certain
excels anything done to date.” Although the pamtiras based on a
dream, Wyeth felt, “this fact in no way interfemggh its abstract
attraction as a painting to be engaged for colaitepn, technique and
intriguing interest.” His palette of complementantors, the sinuous
forms of the hills and clouds, and the incorporatd the black lines
of the preparatory drawing into the final compasitare all typical of
Wyeth'’s exploration with modernist painting techueg in the years
1925 to 1935.
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N.C. Wyeth (1882-1945)

On the October Trajl1908

Oil on canvas, 41 x 29 % inches

Frontispiece foScribner’'s MagazineOctober 1909
Museum purchase

83.4

At the completion of his studies with Howard Pyiee summer of
1904, N.C. Wyeth was urged by his mentor to expeadhe
American west. Wyeth departed for Arizona, Coloradd New
Mexico, spending five weeks of his trip living angptine Navajo and
Ute tribes. His experience of the reservations eeeg his
understanding of Indian life and is expressed is sgmpathetic image
of a Navajo family’s journey. Although Wyeth neveturned to the
reservations, he was able to draw on his memorypanzeption of the
people to create many masterful depictions of afimnericans.

Wyeth'’s decision to overlap figures of riders ahdit mounts irOn

the October Traikreates a unified sculptural form that suggests
enduring strength and pride. The seemingly plodgexce of the
animals and the slack reins of the riders convegaxeful scene and
the rich browns, reds, and creams of the figureks\elestern landscape
set against a turquoise sky offer a harmonic aearant of colors.

On the October Traiappeared as a frontispieceSaribner’s
Magazine The picture was unrelated to a specific articlstory but
was reproduced in full color to enhance the issukemtice readers.
Smaller, black and white reproductions of the pagappeared in
Scribner’s advertisements to promote outstandihgark published
in the magazine.



Andrew Wyeth
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Andrew Wyeth (1917-2009)
Roasted Chestnyt$956

Tempera on panel, 48 x 33 inches
Gift of Mimi Haskell

715.1

Andrew Wyeth was intrigued by people involved idioary activities,
such as selling chestnuts by the side of the rblad.artist explained:
“The boy is Alan Messersmith, and | saw him stagdhrere on
Highway 202 near West Chester...in Pennsylvania.tideks seemed
to me almost like those made by ancient Roman atsaiThere’s a
sort of ancient feeling about this picture andybeng man.”

Deep ruts carved by wheels of past customers ankttigthening
shadows of late afternoon suggest the boy’s paiashe waits for
the next car to arrive. Both his ruddy cheeks &edsimoke escaping
from the crimped, tin foil lid suggest brisk tematerres. The thin
boy’s figure, clad in a frayed Eisenhower jacked &nit cap, stares
expectantly into the twilit distance in a scenelgdsbth serene and
desolate.

Strong compositional elements reinforce the meaafrigis work.
The car tracks connect foreground and backgrouingibg attention
to the empty road and featureless winter sky. Tigatgension in the
boy’s posture expresses his anticipation at anrwike still moment.
A master of painting textures, Wyeth'’s varied layef tempera and
his scratches, scumbles, and spatters make thewieel the rusted
barrel, frozen muddy ruts on the dirt shoulder ameoth limbs of the
tangled brush.
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Andrew Wyeth (1917-2009)

Adam 1963

Tempera on panel, 24 ¥ x 48 inches
Gift of Anson McC. Beard, Jr.
2002.9

Andrew Wyeth preferred to paint people he knew.fHendship with Chadds Ford pig farmer, Adam Jamsesulted in this richly detailed
portrait. In Wyeth’s imagination, Johnson'’s lifedaaiaily routines took on great meaning. As Wyetplaxed, “To me Adam was a fantastic figure.
He could have been a Mongol prince. Or old Krigwiog toward me, with all those jingles and the safens and things on him.”

Buildings on the Johnson farm also attracted Wyetig noted, “All those shapes of the pigpen...| foartdemendous charge of energy in that
strange shack. It reminds me of a train barreliogra track.” Wyeth’s mastery of rough and sulsbdures is seen in the splintered boards and
ripped burlap of the sheds and in the farmer’'sdadlenim and worn jackets.
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Andrew Wyeth (1917-2009)

Indian Summerl970

Tempera on panel, 42 x 35 inches

Purchased for the museum by John T. Dorrance, Jr.;
Mr. and Mrs. Felix du Pont; Mr. and Mrs. James HIgyl
Mr. and Mrs. Bayard Sharp, two anonymous donorg;the
Pew Memorial Trust

75.1.4

Andrew Wyeth places Siri Erickson in the Maine Iscabe, standing
on a rocky ledge confronting a backdrop of denszgreen trees. The
striking juxtaposition of the pale nude figure atgideep green hues
of the forest creates a sharp focal point enhahgdte white ribbon
of quartz in the rock beneath her feet. A pine thorggaching in from
the right foreground almost envelopes the figureé @nnects her to
the surrounding space.

Wyeth uses tempera to weave a subtly modulatelehaf
overlapping branches and pine needles in the baakgr The scene
evokes the cool dampness and distinctive scenpofeaforest. The
timeless, almost primeval quality of the image esd& contemporary
by the hint of tan lines across the model’s waist lpwer back.

Andrew Wyeth met Erickson, the daughter of a Finfisgmer, shortly
before Christina Olson, his close friend and sulgpémany of his
important works, died. For Wyeth, Siri’s youth agrkrgy was a
rejuvenating antidote to the loss of his old friend



Jamie Wyeth

Jamie Wyeth (b. 1946)

Draft Age 1965

Oil on canvas, 36 x 30 inches

Purchase made possible by Mr. and Mrs. Randy

L. Christofferson, Mr. and Mrs. George Strawbridde Mary Alice
Dorrance Malone Foundation, Margaret Dorrance Sirage
Foundation of PA I, Inc., The William Stamps Fanrisund, Mr. and
Mrs. James W. Stewart, Ill, and MBNA America

99.4

Jamie Wyeth'’s paintind)raft Age depicts close friend and former
resident of Chadds Ford, Jimmy Lynch. At the tilme portrait was
painted the artist and his subject were both 2@syela and viable
candidates for drafting into the Vietham War. Ingaarison with a
preliminary watercolor study showing the figure weg aviator
goggles and a zipped-up jacket, the artist’s fiaistvork is not simply
a remarkable likeness of his friend. In the oilntl, clad in a leather
motorcycle jacket, with eyes obscured by sunglasses/eys the
attitude of a rebel. The sharply-lit flesh tonesagainst the dark
background provide drama, and the shallow spacelasd-up focus
on the figure increase the subject’s confrontatistence.

©2011 Brandywine Conservancy
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Jamie Wyeth, (b. 1946)

Portrait of Pig,1970

Oil on canvas, 51 % x 83 % inches
Gift of Betsy James Wyeth

84.18

Throughout his life, Jamie Wyeth has been surrodryeanimals of all sorts, and many have serveslibgects in his work. Wyeth'’s particular
fascination with pigs has led him to numerous casitpns of these animals, suchRasrtrait of Pig

Wyeth’s process of creating any painting beginfiwibse observation and understanding of his sybjethis case, an enormous pig named Den
Den. The artist first saw Den Den at a neighbatisit Intrigued by her character. he purchasedithéophis own farm. Wyeth made extensive
pencil sketches and studies of the pig using caif accurate measurement of Den Den’s anatorayudéd his studies in preparation for his final,
life-size portraitPortrait of Pigdescribes the animal in thickly-applied layersaifying colors. The textural brushstrokes heiglitenarresting

form of the massive pig and her surrounding straews pen.
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Jamie Wyeth, (b. 1946)

Curtain Call, 2001

Combined mediums, 60 x 80 inches

Purchase made possible by the Robert J. Kleber¢aleh C.
Kleberg Foundation; the Roemer Foundation; the lsi@tgDorrance
Strawbridge Foundation of PA, |, Inc.; and an amoays donor.
2006.6.20

In 1977, Jamie Wyeth began a year of intensiverghtien of the
famous ballet dancer Rudolf Nureyev. The artistligiti Nureyev in
ballet classes, rehearsals, and performances.rddeiged a large and
important body of work that captures Nureyev’s sipg@hysique and
dynamic personality.

After Nureyev’s death in 1993, Wyeth continued xplere the dancer
as a subject in new, vibrant, and imaginative casitfmms such as the
painting,Curtain Call The painting depicts Wyeth’'s memory of
Nureyev on stage at the conclusion of a performanh&eeping
Beauty The artist dramatized the image by contrasting\arall dark
tone with the stage lighting that highlights thgufie and casts an eerie
glow over the dancer’s white tights and stage mpk&he

pronounced shape of the figure’s shadow, frametthéyurple and
gold backdrop, is balanced by a dark backgroundmhayhe spotlight
enhancing Nureyev’s enigmatic image.



Wyeth Family
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Henriette Wyeth (1907-1997)

Peter Hurd in a Landscapé972

Oil on canvas, 40 x 48 inches
Museum Volunteers’ Purchase Fund
97.18

The oldest child of N. C. Wyeth and his wife, CgmlHenriette
studied art with her father as well as at the No#maSchool in
Boston and the Pennsylvania Academy of the Fins. Ant1929, she
married artist Peter Hurd, her father’'s studend, moved to his native
New Mexico to paint and raise a family.

Henriette painted landscapes and floral still |desl was also
nationally known as a portraitist. Over her cader made sensitive
portraits of family members and here she conneatfibsband, the
artist Peter Hurd, to the New Mexican landscapefthared
prominently in his art. She depicts him seeminglyranumental as
the broad desert and mountains behind him. Thegilagol and
warm tones in his figure is repeated in the hifid anifies the
painting. Well-known as an active, energetic mamds expression,
with hat in hand as if ready to go, nonethelesslegyatience and
self- assurance. His arms are folded across hit geérelaxed on the
Mexican leather jacket delicately ornamented wiitres thread.



Peter Hurd (1904-1984)

A Summer Evenind.968

Tempera on panel, 23 x 25 15/16 inches
Gift of Mr. and Mrs. Andrew Wyeth
85.10.81

Peter Hurd was born and raised in New Mexico aretllimost of his life
there. He attended West Point, but after two ydacsded on a career as
an artist. He then attended Haverford College &undiedd at the
Pennsylvania Academy of the Fine Arts. From 1928929, he studied
painting with N.C. Wyeth in Chadds Ford and, urtierelder artist’s
guidance, produced illustrations for publication.

Although he worked in oils with Wyeth, Hurd taudimnself techniques
of egg tempera painting and then introduced theumetb both N.C. and
Andrew Wyeth. Hurd’s primary interest was landscpaimting and after
his marriage to Henriette Wyeth in 1929, the coupéved to New
Mexico where he freely employed the dry qualityerhpera to capture
the character of the rugged landscape. After usaigrcolor as a combat
artist during World War 11, he came to consideastan alternative
medium for his landscapes.

©2011 Brandywine Conservancy In A Summer Evenindgdurd manipulated his brush to express the texture
of scoured hills, dry, brittle grassland, and sbgutvindswept trees. The
decision to emphasize tactile qualities rather tifer intense detailing
gives the painting an energetic, animated qualdy tonveys the artist’s
fascination with his surroundings.
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Carolyn Wyeth (1909-1994)

Open Window1944

Oil on canvas, 25 x 36 inches

Gift of Carolyn Wyeth, in memory of Mark L. Arnold
79.2

Like her father, N.C. Wyeth, and especially hertieo, Andrew,
Carolyn Wyeth took sustenance for her art direfcthyn immediate
surroundings and memories. Her early drawings amtipgs under
her father’s tutelage demonstrate solid acaderaicibtg and well-
honed observational skills. In her mature work,dBar continued to
treat objects in her house, props in the studienes outside her
window, and familiar places in Chadds Ford and Bbytle, Maine, as
her primary subjects. Her simplified, abstract ferappear to express
moods and personal experiences.

In Open Windowthe artist pares away detail to focus on shapds a
basic characteristics of curtain, flower, windowgdable. The tones
are somber but rich, and a series of cut-off foamd repeating shapes
in the composition enhance the focus on the madkntar corsage.
As in many of Carolyn Wyeth’s works, her landscaped still lifes
evoke mystery.
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John McCoy (1910-1989)
Dooryard, White Cosmg4967
Tempera on panel, 26 x 44inches
Gift of Amanda K. Berls

80.3.20

John McCoy studied art at Cornell University anel &merican
School in Fontainebleau, France. Upon his retuthédJnited States,
he briefly attended the Pennsylvania Academy ofihe Arts before
continuing his study with N.C. Wyeth, whom he ctedis his most
influential teacher. In addition to a long painticegyeer, McCoy also
taught at the Pennsylvania Academy of the Fine #rtalmost 30
years.

McCoy's deep interest in nature is apparent imiagy works
depicting the Brandywine Valley and coastal Maideoryard, White
Cosmoss an effective study in contrasts of texture aesigh.
Against the lines and angles of a wooden fenceftinats the
background are delicate white blossoms of cosnoegeils rendered
closely in realistic detail. Keeping the amountigfid in the tempera
mixture to a minimum enabled McCoy to draw fineebnn paint to
emphasize the wood grain and heighten the geonagtpearance of
the fence while at the same time conveying thalitagf the flowers.



©2011 Brandywine Conservancy

George A. Weymouth (b. 1936)

August 1974

Tempera on Masonite panel, 48 x 48 inches
Gift of George A. Weymouth

89.28

George Weymouth grew up near Wilmington, Delawanel
developed an early interest in art, which he putsiest. Mark’s
preparatory school and at Yale University. Hisrfdship with Andrew
Wyeth and Peter Hurd led him to explore egg tempetes medium is
well suited to his method of rendering fine degautl texture in his
paintings.

Weymouth'’s careful attention to his subject cambssen irAugust
which depicts an area of his farm in southeastermBylvania. In
preparation for the work, Weymouth made extensemcp drawings
and watercolor studies of native grasses and QAeea’s lace. The
final painting, completed in the studio, captutes hazy atmosphere
of a late summer day. His unusual perspective geswiews of both
the ground and the distant hills. The sensitiveraitbn to the natural
landscape visually conjures the sense of dry ngstirasses and the
warm scent of meadow flowers. This painting expred&/eymouth’s
intense feelings for the land and his ongoing commant to land
preservation in the Brandywine Valley. Weymouthssai/the land:

“I live it. | love the feeling of the land—the atsyhere, the smell of it.”



