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Georgia “B. Barnhill

Fitz Henry Lane and Coastal New England

itz. Henry Lane was undoubredly one of the most
important artists of the nineteenth century, His
marine paintings are celebrated by collectors, muse-
urmrs, and scholars. We, as print collectors and scholars of
works of art on paper, can claim him as one of our own
sincg he begran his career in fine art as an apprentice in the
lithography shop of Willizm Pendleton in Boston in about
1832. 1 had the good forune to be the guest curator of a
major exhibition at the Cape Ann Museum in 2017-18
~2018, Direuwn from Nature &5 On Stone: The Lithograpls of
Fitz Henry Lane. The invitation o speak ar the 2021 con-
ference planned for the AHPCS annual meeting in
Miystic, Connecticur, provided me an opportunity for fur-
ther thinking about Lane’s lithographs.* Those of you who
gaw the exhibition of read the accompanying catabogue
essay that I prepared for the Cape Ann Museum may won-
der what more T have to say about his career 25 a print
muker. 1 should begin by noting that out of about fifty
prints signed by Lane 25 designer or draftsman, just nine
are of coastal communities and nine are of ships.
Concentrating on this genre provides the opportanity to
examine these to his paintings. Thess prints
were successful and helped residents of the region develop
a taste for views of New England. Subiects of his coastal
prints inchsde Boston, Gloucester, Nahant, New Bedford,
Newburyport, Providence, and Castine (Maine).
Whether working on hiz depictions of his natal
Gloucester or adapting views by other view makers, the
experience of drawing expansive views and ships at sea
WS A7 i t prebud to his foture career as a painter.?

The two topics that [ will explore in this essay—earlicr
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views possibly familiar to him and the construction of his
compositions—are mmportant clements in the creation of
his paintings. For those of you would ke to read abour
the larger context of these coastal views, | recommend
Melissa Geisler Trafton’s excellent essay, “Fir Memorials:
Fiz Henry Lane’s Lithographed Townscapes,
1835-1859," in which she places Lane’s views of inland
towns and coastal views in the larger body of litho-
graphed  panoramic images.! Margaretta M. Lovells
recent essay on Lane's manne prints and her forthcoming
book examine Lanes lithographs and paintings from a
variety of perspectives including the human impact on
the land.' His lithographed wiews also reflect New
England’s trade and commerce.” Trafton’s and Lovells
perspectives ane different from other art historians who
have examimed his landscapes in terms of space, light,
colar, and overall aesthetic appeal and impact.

To begin, 1 should provide a brief overview of Lane’s
life and career as a lithographer. He was bom as
Mathaniel Rogers Lane in Gloucester, Massachusetts, a
quintessential coastal town devoted to the fishing indus-
try, on December 19, 1804, His father, Jonathan
Dennison Lane, was a sailmaker, probably owning his
own sail loft. His home was siuated among those of
prosperous Gloucester merchants and sea captains.
Unfornunately, Jonathan Lane died in 1816 leaving his
widow somewhat impoverished. She paid no toees on het
property because she was supporting a lame child.

From early childbood, Lane was dizabled. The cose
has, of course, never boen proven. One theory s that he
had a case of polic which was endemic at the time.
Another possibility ia that he ate the leaves or fruit of the
“apple-peru.” Gloucesters historian John J. Babson sug-
gested this possibility in 1860, during Lane%s lifetime.*
The Peruvian Apple iz in the poisonous mghtshade fam-
ily of plants. Ir is aleo known 32 Jimsonweed which can
“casse severe neurological disturbances, but may even be
fatal® aceording to maritime historian James A. Craig.” As
a child, his Lane's lack of mobility might well have result-
ed in his sketching what he saw on Gloucester's water-
front: ships, sailors, equipment, and boats of all sizes. An
art critic writing about one of Lane’s scascapes on display
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in the 1850 exhibition of the American Art=Union in
New York, noted thar “nautical subjects have been his
study from a boy™ The disability laseed throughour his
life and prevented him from joining friends on trips o
Europe and going with Hudson River School artists w
their mountain retreats. Traveling by sea and by railroad
was much more feasible for him, and 1 think we can con-
clude that his disability limited and impacted his choice
of subject matter. As late as 1854, the art critic Clarence
Coqgk described Lane as a “man apparently of forry vears
[be was actually 50, walking with difficulty, supported by
erutches, hard-handed, browned by the sun and exposure,
with a nose indicating less the artiet sensibility than the
artist resolution, and an eye that shines clear as a hawk?,
under over-hanging brows. Ths 12 the bodily portraiture
of 2 man who s a master in hig art.” Cooak noted thay
among his personality traits were studiousness, patience,
and self-reliance, all usehu] trots for someons who was
disabled yet rose to the top of his profession.” This writ-
ten description varies significantly from the pencil por-
trait of thirty-year-old Lane made by a e at the
Pendleton shop in 1835, Robert Cooke portrayed Lane
standing on a rocky beach with the sea behind him. He
has a somewhat woeried look on hie face and holds o
portfolio in his left hand (fig. 1).

How Lane became a lithographic draftsman is open
speculation. Lane painted a watercolor of the Burneng of the
Packer Ship Basion in about 1830 The ships cvwner, Elias
Diavis Knight, noted that Lane made the waterenlor from a
sketch of the fire by the artist Samuel 5. . About the
same time, Lane made a sketch of the Universalist Church
in Gloucester. It is possible is that William E. . Regers, a
resident of Gloucester who recognized Lane's astistic tal-
ents, introduced him o William S Pendleton in Boston. In
any event, Lane left the shoemalang business and in about
1832 went to Boston where he leamned the nudiments of
lithography and honed his skills as an artist on stone. We
should note that one of his final actions in Gloucester
before moving to Boston was to change his name w Fiee
Henry Lane.” Pendleton’s Lithography probably did not
resemble the well-known idealized image of a lithography
shop published by Louts Prang, but seme parts of it would
have been present: & workaman effacing a design on a stone,
a draftsman copying a drawing on a thick slab of imestone,

the chemacals used to fix the crayon drawing to the stone in
a bucket, a printer operating a proof press, and larger litho-
graphic press in a separate space.™

Lane’ career as a lithographer had several phases. From
roughly 1832 to 1841 he did general lithographic wark for
the Pendlcton firm and its successor—Thomas Moore
Lithography—including sentimental and architectural
prints, such as Love among the Roser (Inventory 459) and
Worcerter Hiouse (Inventory 455}, He did several landscape
views such as Millkury Fillage (Inventory 456) thar shows
his skill 25 a topographical drafisman and signed this one
“Dirawn by F. H. Lane.” Dioes that mean thar e doew it
from namre or copied it from another artist? We do not
know. However, we do know from its inscoption that
Lane’s view of Washington, D.C. (Inventary 450], was
drawn on stone by Lane after a drowing by Peter
Anderson. Thomas Moore’s Lithography printed it in
1838.¢ Benjamin Champney's account of his years at
Moares Lithography states that he did “ordinary com-
mercial work,” while Eobert Cooke executed “fine work,”
such as designe of figures and portraits from lite and Lane
“did most of the views, hotels, ete. He was very acourate in
his drawing, understood perspective and naval architecture
perfectly, as well a5 the handling of vessels, and was a
good, all-round drsughteman.” Champney went on to
excel at views as well, becoming 2 renowned landscape
painter. Although we can assume that most of the prints
that say “Dirawn by Lane” refer to his work on stone, we
can never be absolutely sure about authorship unless a
print is signed “Diraven from nature and on stone” o has a
agnature or imtials embedded withan the image.

A ncw phase of Lane’s carcer began in 1840 after
Thomas Moore seld his business to Benjamin W.
Thayer. Had Lane felt physically able to do so, he might
have: traveled to Europe with Benjamin Champney and
Robert Cooke in 1841, The three artists had worked
together at Pendleton's Lithography and Thomas
Moore’s Lithography for several years. Champney and
Cooke left for Europe after scraping together funds
from a flurry of vignettes for the covers of music scores
and other commercial work, Maore than a decade larer,
Clarence Cook still wished that Lane had been able to
travel on the high seas to Europe to see the great works
of Turmer and Vermer™
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Left behind in Boston in 1841, Lane commissioned
business card announcing his new starus as “Marine
Painter,” self-identified & “arrist” in the Boston City
directory; and became a member of the new Boston
Artist's Association.” Members included Washingron
Allstan, Chester Harding, Charles Hubbard, David
Claypoole Johnston, Heary Sargent, and VYilliam
Sharp. Lane continued to work as a lithographic drafs-
man but on a free-lance basis until 1844 when he and
Joltn W. A. Scott {1815-1907) formed a partnership.
The pastnership with Scott lasted just three or four
years as Lanc was transitioning to his final carecr s 2
landscape artist and returned to Gloucester to paint full-
time. In that phase of his career, he made a view of
Providence, Rhode 1sland (Inventory 485), that his for=
mer partnes, John Scott, probably drew on stone and
issued after the dissolution of the partnership. ¥When
compared to views that we know Lane put on stone, the
Providence view lacks the richness of detail in the fore-
ground and the view appears lifeless (fig. 2). The artist
could have traveled to Providence by steamboar easily
enough. He also painted views of Norwich, Connecticut
{Inventory 454), and Baltmore (Inventory 493) that
were reproduced on stone by other hands. These two
were published by Albert Conant, who had earlier
drawn a few town views of his own. Berween 1851 and
1855, Lane produced no views that wese reproduced
lithographically, focusing instead on his paintings. His
time as a lithographic artist bore fruit. In 1860, John
Bahson wrote that Lanc’s work at Pendleton’s and his
subscquent development as a lithographic drafteman
rapidly developed his taste and ability. After his years in
Boston, Babson reported that Lane “came back o
Gloucester [in 1849] with a reputation fully established.
Since his return to his native town, he has painted many
pictures, all of which have been much admired. He has
often contributed a production of his pencil for the pro-
motion of 2 benevolent enterprise; and with characteris-
tic kindness, he fumnished the sketches in this work.™*

What prints could Lane have seen in Boston in the
1830 thar influenced his later choice of coastal views s
an artist® Lane produced two types of coastal views.
One focused more on ships and wharves in the fore-
grounds; the other format consisted of panoramic views.
It could be that precursors to the genre of harbor views
included paintings by the British artist Robert Salmon
who was a familiar fgure in the Pendleton and Moore

lithography shops. Salmon, an expericnced marine
painter who arrived in Boston in 1828 from England,
produced several lithographs at Pendleton’s Lithography
in the years that Lane was there, He drew two litho-
graphed views of Boston Harbor that featured detailed
depictions of ships as well as skallfisl compositional fea-
tuses, The U, 5. Navy Yard Charlestoron Mass. was litho-
graphed by the Pendleton firm before 1835 (fig. 3). His
view of Boston Harbor that the Naval Library and
Institute commissioned for their membership cerfificate

in abour 1841, shortly before Salmon returned
to England in 1842, What is particularly noteworthy of
Salmon’s view of the Navy Yard is the steady progression
from the foreground to the distant small image aof the
city on the herizen. His lithographed view of Boston
harbor portray: a decp sense of space becaues of the
placement of the ships on either side of the cOmpOsi-
tion. Salmon’s departure left Lane the local master of
marine views, but his slightly later view of Boston har-
bor appears chittered in comparison.

In addition to Salmon’s prints and paintings, fwo
aquatints of Boston drawn and engraved in 1833 by the
British artist, Williama James Bennett, that were pub-
lished and displayed locally by Lilly, Wait, and Company
might have been familiar to Lane. In the exhibinon cata-
logue, Pride of Place: Early American Views, Nancy Finlay
notes that Bennett reccived his training “in England
where he exbibited romantic between 1808
and 1825, By the following year he was in New York City
where he excelled in engraving works after other artists,
including John William Hill (an important view maker
hirnself), John Gadsby Chapman, and George Cooke,
Finlay claimed that the “American topographical tradi-
tion is firmly established in the work of Bennett, and later
artists would continue to rely on many of the same com-
positional devices and stock accessories that Benmnett
employed in his prints en so many occasions.™

In May of 1833 a notice of Boston from the Séip House,
at the west end of the Navy Yard, appeared in the
American Traveller (fig. 4). The second view was suill
being prepared and both were published by subseription
at a cost of five dollars each. The paece in the newspaper
noted thas the finished view was a “correct and beautiful
delineation of the features of the town.” Bennett, he con-
chuded, “has certainly succecded to admiration.™! Baseon
from the Skip Howse is a harbor view providing detailed
visual deseriptions of several different kinds of ships,
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FiG. 4. Willium Janes Bennen (1787=1844), Borss from obe Shp
fiesar, Aquating em papsen 4T 83 e Bewtoa: Lilly, Wait, and
Conspasy 1od New York: Heney 1. Megarey, 1333, Printed from the
original plate in 1901 by the Club of Odd Velumes, Boscon.
Courtesy, American Antiquarisn Sodery.

from land in Brewer, Maine, a short distance across the
Penobscot River from Bangor™ As indicated by the log
raft on the river and the stacks of wood on the wharf
extending into the River, logging was the dominant
industry in the region and the manufacture of shingles
was one of Brewer's important industries.

There are two conventional formarts for views. In terms
of their comgposition, artists had the choice of using a high
vantage point (birds eye view) or one at or neirer 0

level (worm's eye view). For his first coastal view—
Gloocester—an 1836, Lane chose the former as did
William Burgis for his Sowek Eart Fiew of ye Grea? Toum of
Bestan in Neww England in America {Londen, 1725) and
Paul Revere for his Fiew of Part of the Town of Boston in

New England and Britih Ships of War Landiug Ther Troops
(Boston, 1770).* The more common format is a view
taken at ground level fram across a broad expanse of water
as seen in the view of Boston from the Swwegraphia
Americana designed by Thomas Pownall in 1761. In this
print, the ratio of sky to lind and foreground is roughly
three to one and many of Lane’s views follow this format.
Once Lane made a choice about point of view, he had to
decide whar to include in the foreground and on the water.

The Cape Ann Museum has about 130 drawings by
Lane, most of which are dated in the 1850s 1 aretul
research for the preparation of FizHenryLaneOnline has
linked some of the drawings to Lane's paintings, but none
can be tied dircctly to his prints except for Castine from
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Harpital Idland, 1855 (lnventory 164, which measres 10
x 52 inches. On it are notes about the placement of a
boat, and specific comments abour the height of build-
ings. A smaller drawing of the Boston skyline, spread
across two gheets of o sketch book (Inventory 138), s
possibly the beginning point of several paintings. Logic
sugpests that the artist of a panoramic view began with
the townscape. Other detaile could be added as the design
progressed. For paintings, drawings of a boulder, 3 cow, or
a dinghy in the Cape Ann Museum’s collection might
have been preliminary cketches for the foreground or

middle ground of a harbor view. A watercolor view of

Castine in the collection of the Museum of Fine Arts,
Bogton (Inventory 277), 2 study for a painfing made ro

rig. 5. Pz Henry Lane (1804=-65). Farw of ohe Threm of (ileaveitern,

Mar. I;l'-mglph on paper. Bostono Pondbeton’s Lithographby, 1536,
6T 51 Fem E:pr. Ann Museum {Inveniony 437

enable his patron to sec the compesition, includes a ship
superimposed on the distant landscape suggesting the
additive narure of these details. As a child and young
man, the artist undoubtedly spent a grear deal of time
drawing what he saw on the Gloucester waterfront, such
as boats of all kinds. And, as noted above, before,
Benjamin Champney commented on Lane’s expertise in
naval architecture. We can assume that Lane added fore-
grounds and middle grounds as he prepared final draw-
ings to he transferred to the lithographic stone.
Unfartunately, with the exception of the Castine skyline,
preparatory drawings for his prints do not exist.

The obvious starting point for a discussion of Lane’s
enastal prints i his 1836 Fiew of the Town of Glowcenter,
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Mass, (Inventory 437), proudly signed, “Drown from
nature & on stone by F. H Lane® (fig. 5). 1 consider this
print & statement of his "coming of age™ or “T have arrived”
in Boston's commercial art world, The Glewcerter Thlegraph
noted in 1835 that Lane was making a lithographic view
of his town on a subscription basis and that he finished
the preliminary drawing in August of 1835. The newspa-
per article describes the view in detail:

The foreground is occupied with bold rocks

# on the left, and a beautiful cottage and

enclosure, with the packing establishment of

Giles & Wonson, with a vessel aground at

the wharf, on the right. Taking it all in all,

the miror-like surface and graceful bends of

the harbor, studded here and there with

most exquisitely drawn vessels; the lofty hills

which nearly encompass the twwn, and last

our handsomely situated, and really hand-

some village, forms the most beautiful pic-

ture of the kind we ever saw.

The writer also noted that residents of the town and
those who had moved away were the target audience for
the print.® I find this description of great interest
because it sugpests the additive nature of the dewils in
these complex views,

After the publication of the print in March of 1836,
the newspaper noted that it was “most admirably execut-
ed” citing a “softness and beauty in the design, which we
do ot always find in the works of older and more distin-
uished artists.™* | find it difficule to define the quality of
softness in the print—perhaps the writer is referring to
the fact that Lane successfully captured a sense of the
atmosphere by drawing the buildings in the rown a little
bees crisply than those in the foreground. Or the writer
could be referring to the overall soft tonal quality of the
lithagraphic process.

The view is taken from an elevated position and the
high vantage point makes it possible for Lane to provide
detailed observations in the foreground of the village of
East Gloucester adjacent to Smiths Cove. Rocky Neck,
which features prominently in a later view, is between
Smith's Cove and the town of Gloucester on the other
ade of the water. The lasgest ship in the harbor is
anchared waiting for a high tide 1o enable it to approach
a wharf for unloading. Smaller ships were used for the
coastal trade including fishing and transporting lember.

The scrtlement in the foreground is drawn with carcful
attention to detail. Lane may have made sketches of the
buildings across the harbar from a boat anchored offshore
go that the buildings would be recognizable o
Gloucester’s residents. Accuracy, as Melissa Trafton has
pointed out, was key to the success of lithographed town-
scapes becanse residents were the primary audience.™ Bur
Lane does maore than record the minutiae of the town—
the sky is glorious and the contrast of clouds and shafts of
light on the water reveal Lane's artistry,

The foreground in the lower right is devoted o the
depiction of two houses and an enclosed garden. In the
yard is a saw buck. Perhaps the loaded horse-drawn cart
is hauling firewood for the owner of the home. Moving
along the shore we come to a two-masted schooner
hauled up on the beach as well as other smaller hishing
boats on the water. To the right of the schooner 15 a Hake
yard for drying salt cod; just beyond is Five Pound lsland
completely dedicated at the time 1o drying cod. Barely
visible are men walking and amending to chores. This
small comemunity is busy and dedicated to the fshing
indwstry, 25 Lane makes clear. He could have left out this
foreground to concentrate the viewer's eyes on the town-
scape across the water, but he chose not to do so. Indeed,
the writer of the notice in the March 16, 1836, Cloucester
Telegraph suggested that the view would have been “more
striking” had Lane chosen a different spot to take the
view, perhaps highlighting the view of the town rather
than East Gloucester. However, vicws such as this one
has the ability to inform us about the local economy in
ways that a pancramic view of a town does not.

One startling aspect of Lane’s lithograph is just how
accomplished it is, When he completed the print, he had
only been working in the medium for three or four years,
Lane’s work compares favorably to Bastom, from she 5.
Easr, printed by Jenkins and Colburn in abeut 1837, a
lithography firm only in existence for two years.™ They
also printed views of Canadian coastal views drawn on
stone by Benjamin Nutting, another of the talented artists
who worked for the Pendleton firm. Their prints wene
competent, but Lane’s excellent ability to work on stone
stands out in contrase.

After completing the 1836 view of Gloucestes, Lane
generally employed a four-part composition for his
marine views: a foreground, a stretch of water, the view of
the town on the hortzeon, and an expansive sky. For exam-
ple, Lane’s 1846 Fiew of Glamcester from Rooky Neck,
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signed “Drwwn by F. H. Lanc” and lithographed by Lane
& Scont’s Lithography, has these four distinct elements
{Tnventory 354). Two years carlier, Lane had painted the
town from the same viewpoint, That painting is his earli-
est extant painted harbor o panoramic view. The print
was published just at the point that his Bthographic career
gave way 1o that of an artist painting in oils.

Other panoramic prints published in the 1840s and
18505 feature the same compositional formar. Two of
them, Fiew of Newdurypert (Tnventory 440) and Ficw of
New Bedford (Inventory 438), were drawn on stone by
Lane after sketches by Albert Conant, and they too pro-
vide broad expanses of water in the middle grounds
berween the foregrounds and the backgrounds, which are

v, 6. Firz Heary Lane (1BDd-65). Friew of Moo Bodferd,
Lithograph on Paper, Boston: Lase & Scot, A, Copant publisher,
L84S, 46 x 64 om, Coartesy, American Antiquarian Sowciety. Bab Iy
1956

somewhat legs curefully described than the townscape of
the 1836 view of Gloucester. Conant’s relatively high
viewpoint in the Newburyporr view allows the viewer to
see piles of wood and evidence of barrel making in the
foreground. The New Bedford view depicts a cow pasture
in the foreground of the view of New Bedford, which s a
spectacular lithograph. (fig. 6) Conant may have provid-
ed the townscape as 2 model, but the ships, evidence of
the whaling industry, are Lanes additions 2

Lane employed the four-part composition for his 1855
view of Castine (Inventory 508), and his 1B5% view of
Gloucester (Inventory 446), each signed “Drawn by
Lane® and printed by L. H. Bradford and Company in

Boston. The preliminary drawing for Castine is on several
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small sheets of paper pasted together (loventory 166),
These two prints raise an interesting issuc with respedt (¢
many American ithographs. Seldom deo the captions pro-
vide definitive information about the roles of the artist,
For example, when Lane’s name appears as “Dirawn by
H. Lane,” does that mean that he provided the original
view and transferred it 10 stone? Or does it mean that
someone elee made the drawing on stone. Evidence about
his final view of Gloucester, based on & painting by him,
sugpests that he supervised its printing, bur was not
responsible for the lithographic reproduction.™ The same
is probably true for the view of Castine. Both are beaun-
fsl prints. Charles Hart's Fistory of Lithograpfy notes that
several of the lithographic draftsmen in New York in the
1840 and 1850x aspired to careers as artists. Charles
Parsons was one who suceeeded s a landscape artist.
‘There were chearly similarly ralented men working in
Boston at the time whose skills were highly developed.

Lane used a different formar for his 1837 Boston
Harbor view of which there are rwo versions. One, signed
by Lane, is dedicated by the print publisher Thomas
Maore to the Tiger Boat Chb, whose rowing shell is in
the foreground (Inventory 605, fig. 7). This is just one
form of watercraft in the view, which lacks the progres-
sion from foregroand to skyline seen in Salmon's earlier
work. But what an array of boats! In addition 1o the shell
is a lone carsman sculling his yawl boat and there are
other small sailing craft as well The steamboat with soot-
laden smoke belching from the stacks is probably carry-
ing passengers up or down the coast. Erik Ronnberg
notes in his commentary on this print that the ship at
right, under full sail, would neves have navigated Boston
Hasbor with so much a1l in play among so many ships.
In fact, this print recalls the colonial view of Boston by
William Busgis with an impossibly large mumber of ships
in the foreground, Such erowded harbors were a way to
signal the importance of trade to the region and they
appealed to merchants ™ This print consists of paralle]

: there ts no diagonal movement in the composition
from foreground to background. However, the ships all
show the amention to detail we expect from an artise
whose childhood inchsded a front-row seat on the water-
front of an important port.

There is a sccond unsigned version of this view
{Inventory 47%), The two are similar at first glance, but a
closer look reveals substantial differences berween the
two. One is the artempt to bring Boston's skyline across

the print. The lower sails on the ship on the right have
been furled to reveal the city’s waterfrone. Also, the row-
ing shell has been replaced by a log raft. The calm water
of the second print scems to present a deeper sense of
space and there is a better progression from the fore-
ground into the distance. The whaole view seems more
spacious, but the sky is very strange; it looks like a draw-
ing on the stonc had been effaced and the clouds on the
left side of the print are very different leading me to
believe the two images are not twe states of a single print;
rather the two prints are made from different stones. It 13
passible thar this version preceded the one dedicated to
the Tiger Boat Club. Did Lane give up on this version?
There is 2 problem with the skyline bleeding through the
sails on the right. Perhaps that is why the sails on the ship
take up such a large proportion of the view in the print
dedicated to the Tiger Boat Club.

The lithographs we have scen thus far are relatively
lage in scale, suitable for framing and enjoyed in domes-
tic or cemmercial spaces, Lane also produced a number of
vignettes with maritime subjects that adorned the covers
of music scorcs. The vignette for The Nabane Qruadrille:
{Imventory 85) depicts Nahant, a well-known resort on
two ishinds connected to each other and to the ¢ty of
Lynn by a sandy causeway. Although Lane had already
executed several architectural prints, in this one the hotels
are clearly subsidiary to the water and ships. Lane, whose
signature is within the image ar the lower right, probably
drew the original image and put it on stone. Ronnberg,
who it 80 knowledgeable abour all things related to the
seq, congiders thar the vessels were cerrainly by Lane, The
sails—these are pleasure vessels, not working coastal
ships—are filled with a steady breeze which has created
waves skillfully replicated by Lane. When compared 1o
the watercolor that Lane painted about 1830, it becomes
clear that he learmed quickly, perhaps under the influence
of Hobert Salmaon,

A srmall view of Boston’s harbor also dated 1837 is on
the cover of Captain E. G, Austin’s Quick Step, Yankee Ship
ard i Yarnker Creto (Inventory 468, fig. 8). Lane's drawing
that shows the Boston skyline from Governor's Island or
an earlier one might well have preceded this image.™
Ronsberg has identified the site of the foreground a5
Governors lsland on the exst ide of the harbors main
ship channel Governor's Ieland has a steep slope on the
western gide which enabled Lane to depict the Boston
Light Infantry in a formulaic manner. The LS.
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Corutitnrion 15 anchored in the channel. O particular
nesee, given the small size of the image, is the accuracy of
the details in the ship's rigging,

A fimal group of Lanes prints features ships at sea, The
waters off the New England coast as well as the Atlantic
Ocean are at times turbulent and it is not surprising that
Lane made fierce storms part of his prints and paintings.
Two of Lane's carliest paintings are of the Cunard liner
Brirannta in stormy seas.™ The ocean finer, Cunard's first
steamship, experienced two crossings in 1841 and 1842
marred by stormy seas caused by foul weather, Charles
Dickens was on the later voyage and described the rurbu-
lence captured by Lane in his painting, Erik Rennberg
has noticed a similarity in the treatment of the waves in

T

rac. 7. Fire Henry Lane [1B0M=-65), Firss m Facten Harber
Dhedicated o the Tiger Bsat Clw. Lithograph on paper. Boston: T,
Maoars's |.ilh.:'!I!P]'|_'¢', ci, 1837, 40 x 61 con. Musewm of Fine Arts,
Bostorn, an_u.ul of Charles Hincheock Tyler. r

that painting with work by the Liverpool artise whose
painting of the Boston packet Nomanfum in stormy seas
ended up in Boston in 1842,

Prior to 1842, Lane’s stormy seas were portrayed quite
differently, as can be seen in his vignette on the cover of
The Mariners Return, published in Boston in 1841
{Inventory 470). Ephraim Bouwé printed this cover for
the masic publisher Ceearge P Reed, Ronnberng notes that
this could be & naval vessel or a large packet ship; the song
would have a general appeal ro families of sailors, The fol-
lowing year, Lane’s style had changed dramatically as seen
in Alobol Rocks, his temperance print with a maritime
subject, also printed by Bouve (Inventory 490). The waves
appear much more powerful as the ship Infemperance is
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rie, &, grrosive, Fi Henry Lane (I804-65) Capisin E. G
Awtiny (luwd Step, Yauker Ship and a Yawhee Crew, Lishogrsph on
paper. Printed by Moore's Lithography, Boston: Parkes 8¢ Dieson,
1837, Courtery, Anserican Anriquarisn Socicty.

FiG. g, apove, Fite Henry Lane (18M-65), Awctifary Steam Packet
fhip Mamachureirs., Lithograph oo Paper. Bosme: Lane 8 Seott's
Lith., 1843, 27 x 36 cm. Cioarsesy, American AntGquanian Soccty, Bib
L 150237,

dushed against the rocky shore and row boats strive to
cross them.

Lane’s ccuvre includes ship portraits, both printed and
painted. Arong his patrons was Robert Bennet Forbes, a
Boston opium trader, ship designer, and philanthropist.
Lane did four ship portraits for him that are discussed by
Mangaretta M. Lowvell in an essay published by the Cape
Ann Museum.® Forbes a vesse] known as the
Massachuseets which combined sails with steam and
launched the ship in July 1845, The first pring of it is a stan-
dard ship portrait seen in profile with one sail convenaently
furled to show the smoke stack (fig, 9). The second image
of The Stearm Packer Ship Mg, in a Squall, Nov, 10, 1845
{(Inwentory 371) captures the ship at sea in a storm, sails
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rue. to. Fitz Henry Lane (1R04-65). Stedm Packer Sip Mau in 2
Sgwall New, 10, 1845, Lishagraph on paper. Boane: Lare 5 Scoie's
Lithography, 1845-46. 28 x 39 em, Courtesy, American Ancigaaris
Sociery. Bib 1D 150237,

ripped and presumably propelled by the steam engine in the
rear, obscured this time by a billowing sail. Lane drew the
image from Forbes' own description of the squall (fig-10).

This subset of Lanc’s lithographs was selected to
demonstrate the pictorial elements that enter into these
complex prints and 1o appreciate Lane’s skill as an artist
and druftaman. His work on these prints was interspersed
other views of other towns, views of buildings, and figure
studies (particubarly for music scores), A December of
1835 description of Lane hailed the artist of the 1836
Gloucester vicw as “a young man of genius.” Somewhat
later another motice suggested that, “he wall one day
become distinguished in his art.” As his carcer unfolded,
he certainly lived into that prediction.

ili, IV 4 kS

HOTES

L The esay is hased om o presentation prepamd for the snsual meer-
ing of the AHPCS planmed for Mystic, Consecticut, but presented

o Viewiag his entive ocuwre—deawings, prints. acsd paintings—is
made powsible by the Cape Ann Museam’s website,
FitnHrmrd anelniwe.cg. The imventory of prink may be scanched
by number which ase provided for the reader's comenience, [ want
i expeess my epprecistion for the vahuble mesarch embedded in
thits wekaise by Melissa Geisler Trafton and Erik Rannberg,

% Melisaa (Geider Trafton, “Fit Memoriah® Fitz Henry Lasels
Lichographed Towsacapes, 1R33=185%" in [ranan fram Marars [ O

Stome: The Lishagraphs of Ficz Hrury Lane (Gloucestes, MA: Cape
Ann Musewen, 2017
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