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GREENWICH,

CONNECTICUT

by Lisa N. Peters

*  he Cincinnati-born artist John
Henry Twachtman (1853-1902)
reached artistic maturity while living from
1890 to 1899 in Greenwich, Connecticut.
There he created the paintings of his home
and property for which he earned a reputa-
tion as the most original of the leading
American Impressionists. Life and Art:
The Greenwich Paintings of John Henry
Twachtman takes a new holistic approach
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Life and Avt: The Greenwich Paintings of John Henvy Twachtman was to be on view at the
Greenwich Historical Society, but has been postponed due to damage caused by Hurri-
cane Ida. The museum is located at 47 Strickland Road, Cos Cob, Connecticut, 06807,
203-869-6899, www.greenwichhistory.org. Lisa N. Peters is the guest curator of the exhi-
bition and the author of its forthcoming catalogue.

to Twachtman’s Greenwich oeuvre, consid-
ering it as encompassing both his work and
the aesthetic modifications he made on his
property, with land and architecture as his
media. The exhibition and its catalogue
explore the interactive dynamic between art
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and place that occurred over time, as
Twachtman’s involvement in his surround-
ings evolved. Demonstrating the coming
together of life and art for Twachtman in
Greenwich, the show suggests a paradigm
for similar considerations of an artist’s rela-




All'illustrated images are by John Henry
Twachtman unless otherwise stated.

ABOVE: In the Greenhouse, c. 1895-99, ofc,
25 x 16, North Carolina Museum of Are,
Raleigh, purchased with funds from the
State of North Carolina.

ABOVE RIGHT: Snowbound, c. 1892-93, ofc,
22 x 30, Montclair Art Museum, New Jer-
sey, Museum purchase, Lang Acquisition
Fund.

RIGHT: Barnyard, c. 1896-97, o/c, 30 x 25,
Florence Griswold Museum, Old Lyme,
Connecticut, gift of the Fine Arts Collec-
tion of The Hartford Steam, Boiler Inspec-
tion and Insurance Company.

LEFT: Pink Flowers, c. 1895-99, o/c, 13 x
16, Norton Museum of Art, West Palm

Beach, Florida, gift of Elsie and Marvin
Dekelboum.

tionship to home and work.

An aim of the exhibition was to deter-
mine the chronology of the changes
Twachtman made to his home and its
grounds during his Greenwich years and to
use. its findings as an aid in dating his work,
?Vhlfsh he did not date after 1883. This ob-
Jective was addressed through historical
*ources and a close examination of the
house jtsef (privately owned today), con-
fiu“ed by a team including John Nelson,
IS curpen owner; James Sexton, an archi-
tc.cmra‘\l historian; Susan G. Larkin, an art

18torian who g the exhibition’s consul-
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ABOVE: The Old Homestead, Greenwich,
Connecticut, ¢. 1890-91, pastel on paper,
91/2 x 12374, private collection.

LEFT: Robert Reid, Spring Landscape, c.
1896-99, o/c, 20 x 24, private collection.
BELOW LEFT: Hemlock Pool, c. 1895-99, o/c,
2913716 x 2413/16, Addison Gallery of Amer-
ican Art, Phillips Academy, Andover,
Massachusetts, gift of anonymous donor.
RIGHT: In the Garden, c. 1895-99, ofc, 30 x
25, private collection.

tant; Davidde Strackbein, a trustee and for-
mer chairman of the Greenwich Historical
Society, who is a specialist in Greenwich
history; and Maggie Dimock, curator of
exhibitions and collections, Greenwich
Historical Society.!

Twachtman was happiest in his life and
art during his Greenwich years. From the
beginning of his career, he recorded plein-
air observations at home in America and
on four trips to Europe between 1875 and
1885. The years 1885 to 1889 were a rest-
less period, when he worked on cyclo-
ramas in Chicago and spent time in New
York. In 1889 he came upon a piece of
land, two miles north of central Greenwich
in an area known as Hangroot.2 There, on
secing Horseneck Brook winding through
the hilly and rocky terrain, he knew imme-
diately that it was the ideal place for his
family and his art.

After his initial purchase of three acres
of land in 1890, he realized the small farm-
house on the property was insufficient for
his growing family, and he wrote to the ar-
chitect Stanford White detailing the
changes he intended to make to his home,
including a sketch of his proposed western
addition. His goal was to create a harmo-
nious relationship berween his home and
the existing landscape.

His next set of changes can be ob-
served in a painting of his home by his
close friend Theodore Robinson, dated




January 17, 1892. It reveals that by then
Twachtman had lowered the caves, erected

an enclosed porch with chest-height stor
walls, designed a new central doorway

with a small gable above it, and construct-
ed a new s northeast
edge. Robinson’s image, in fact, docu-

ments a time when ther

himney at the hous
re three chim-
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neys on the house, Robinson positioned

the home monumentally, seemingly barri-

caded against the elements, with its chim-
resembling lookout towers.
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In Snowbound Twachtman also painted
his home in its new form after its middle
chimney had been removed. He stood be-

American Art Review Vol. XXXIV No.3 2021

fore the barn that faced the house, captur-
ing the latter as a cozy cottage-like dwelling,
its dark red chimmneys bracketing the build-
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LEFT: Theodore Robinson, Twachtman’s
House, 1892, ofc, 2734 x 3158, private col-
lection.

BELOW LEFT: The Cabbage Parch, ¢, 1895-
99, o/c, 25 x 25, private collection.

RIGHT: From the Upper Terrace, ¢, 1892-93,
o/c, 25 x 30, private collection,

ing protectively. The painting was related,
even in Twachtman’s era, to John Greenleaf
Whittier’s 1866 poem, Snowbound, in which
a heavy winter’s snow provides an occasion
for a family to gather and tell stories.
Twachtman painted From the Upper
Terrace in a bird’s eye view from the hill
above his barn, which can be seen in its
lower left corner. The work suggests his
presence, standing back to admire his self-
created world. Crowned by trees, his re-
designed house is the point from which all
aspects of the scene emanate, including the
serpentine lines of paths and Round Hill
Road at the left. The cultivated garden be-
hind the house spreads outward, blending
into nature and conveying the unity be-
tween the home and its surroundings.
Twachtman used the broken daubs typical
of Impressionism to showcase his property,
including the birdhouse at the work’s cen-
ter, where the family could watch purple
martins gathering, and the well house
shielded by bushes at the side of the road.
From the Upper Terrace was included in
the 1893 exhibition at the American Art
Galleries in New York of works by four
prominent artists—Twachtman, his close
friend Julian Alden Weir, and two French
painters, Claude Monet and Paul-Albert
Besnard. A critic compared it with a paint-
ing by Monet of his home in Vétheuil,
France, remarking that Twachtman had
taken a hint from Monet in his “preference
for commonplace subjects made beautiful
by light” but had depicted a home more
“picturesquely situated” than Monet’s.3
Twachtman created more views of the
north side of his home—where the family
spent time in the outdoors and where the
garden flourished in the summert—than its
south side. However; one of his most vi-
brant works is September Sunshine, repre-
senting the south facade after he had also
lowered its eaves and constructed three
dormers. From a northwest angle, he
showed a partial view of his home in full
sunlight. The glaring effect on walls paint-
ed a soft white makes the structure shim-
mer. By framing it between trees that arch
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