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The Highlights
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Lowell, Massachusetts  James Abbott Whistler was born in Lowell on 10 July 1834, the first child of Anna Matilda McNeill and George Washington Whistler. 
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Portrait of Major George Washington Whistler by Henry Inman. The artist father was a railroad engineer.
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The artists mother, Anna Whistler, c. 1850. She was born in Wilmington, North Carolina, to Daniel McNeill, a physician, and Martha Kingsley McNeill, daughter of Zephaniah Kingsley, Sr. (one of the founders of the University of New Brunswick) and youngest sister of Zephaniah Kingsley, Jr. (a slave trader and plantation owner, and the husband of African-born Ana Madgigine Jai). 
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Lowell in 1876


THE HIGHLIGHTS
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In this section, a sample of Whistlers most celebrated works is provided, with concise introductions, special detail reproductions and additional biographical images.


Portrait of Whistler with Hat
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James Abbott McNeill Whistler was born in Lowell, Massachusetts, on 10 July 1834, the first child of Anna Matilda McNeill and George Washington Whistler. His father was a railroad engineer and Anna was his second wife. In 1839 the Whistlers fortunes greatly improved when the father received the appointment that would make his fortune and fame, becoming chief engineer for the Boston & Albany Railroad. The family relocated to Springfield, Massachusetts, one of the most prosperous cities in America at the time, where they purchased a mansion in an upper-class district. 

Nicholas I of Russia learned of George Whistlers ingenuity in engineering the Boston & Albany Railroad and offered him a position in 1842, engineering a railroad from St. Petersburg to Moscow. In the winter of 1842, the Whistlers took the bold step of moving from Springfield to St. Petersburg. Young James took private art lessons in Russia, before enrolling at the Imperial Academy of Fine Arts at age of eleven. He followed the traditional curriculum of drawing from plaster casts and occasional live models, revelling in the atmosphere of art talk with older peers, and delighting his parents with a first-class mark in anatomy. In 1844, he met the noted artist Sir William Allan, who came to Russia with a commission to paint a history of the life of Peter the Great. Whistlers mother noted in her diary, the great artist remarked to me Your little boy has uncommon genius, but do not urge him beyond his inclination.

In 1847, the Whistler family spent some time in London with relatives, while the father remained in Russia. Whistlers brother-in-law Francis Haden, a physician, who was also an artist, encouraged his interest in art and photography. Haden took Whistler to visit collectors and to lectures, and gave him a watercolour set with some personal instruction. Whistler already was imagining an art career; he began collecting art books and he studied other artists techniques. When his portrait was painted by Sir William Boxall in 1848, the young Whistler exclaimed that the portrait was very much like me and a very fine picture. Mr. Boxall is a beautiful colourist…It is a beautiful creamy surface, and looks so rich. In his mounting enthusiasm for art, at fifteen, he informed his father by letter of his future direction. However, his father shortly died of cholera and the Whistler family was forced to move back to the mothers hometown of Pomfret, Connecticut. Whistlers art plans became vague, his future uncertain. 

The family lived frugally and managed to get by on a limited income. His cousin reported that Whistler at that time was slight, with a pensive, delicate face, shaded by soft brown curls…he had a somewhat foreign appearance and manner, which, aided by natural abilities, made him very charming, even at that age. Whistler was sent to Christ Church Hall School with his mothers hopes that he would become a minister. He was seldom without his sketchbook and was popular with his classmates for his caricatures. However, it became clear that a career in religion did not suit him, so he applied to the United States Military Academy at West Point, where his father had taught drawing and other relatives had attended. He was admitted to the highly selective institution in July 1851 on the strength of his family name, despite his extreme nearsightedness and poor health history. During his three years there, his grades were barely satisfactory and he was incompetent at the military drill. Whistler flouted authority, was known for his sarcastic comments and quickly accrued demerits. Colonel Robert E Lee was the West Point Superintendent and, after considerable indulgence, he had no choice but to dismiss the young cadet. Whistlers major accomplishment at West Point was learning drawing and map making from the American artist Robert W. Weir.

At this uncertain point of his life, Whistler determined that art would be his future. For a few months he lived in Baltimore with a wealthy friend, Tom Winans, who furnished him with a studio and spending money. He made valuable contacts in the art community and also sold some early paintings to Winans. Whistler turned down his mothers suggestions for other more practical careers, informing her that with money from Winans, he was setting out to further his art training in Paris. Whistler was never to return to the United States again.

He arrived in Paris in 1855, renting a studio in the Latin Quarter, where he quickly adopted the life of a bohemian artist. He began studying traditional art methods for a short time at the Ecole Impériale and at the atelier of Marc-Charles-Gabriel Gleyre. The latter was a great advocate of the work of Ingres, and impressed Whistler with two principles that he used for the rest of his career: line is more important than colour and that black is the fundamental colour of tonal harmony. Whistler preferred self-study, including copying old masters at the Louvre and enjoying the Parisian café life. While letters from home reported his mothers efforts at economy, Whistler spent freely, sold little or nothing in his first year in Paris, and was frequently in debt. To relieve the situation, he took to painting and selling copies he made at the Louvre and finally moved to cheaper quarters. As luck would have it, the arrival in Paris of George Lucas, another wealthy friend, helped stabilise his finances for a while. In spite of a financial respite, the winter of 1857 was a difficult time for the young artist. His poor health, made worse by excessive smoking and drinking, laid him low.

Portrait of Whistler with Hat (1858), held in the Freer Gallery of Art, Washington, D.C., presents the artist in the guise of a dandy  a persona he was keen to embrace throughout his career, as early as from his West Point days. Surrounded by darkness, the painter peers out at us, his face concentrated on adopting the right pose to achieve maximum effect. Inspired no doubt by the bold self portraits of Courbet, this is the artists free expression of his own importance, unrestricted and defiant, confident in his own genius. Whistler always went to great pains to present himself in a certain light and in this early self portrait we are at once introduced to the bold bohemian, who tilts his head back, watching us nonchalantly, with no display of respect or humility. He is the one entitled to the respect and we are expected to be impressed.
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Detail
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James Abbot McNeill Whistler, aged 14, by Sir William Boxall, 1848
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Self portrait of Gustave Courbet with a Pipe, Musée Fabre, Montpellier, 184849


At the Piano
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Music would become a major source of inspiration for Whistler, directing the way in which he thought about his art and what he wanted to achieve. Recognising a similarity between his artistic objectives and his appreciation of music, he would later name his compositions musical titles, such as Symphony, Nocturne and Arrangement, investing a formal quality to his work. For Whistler, as music could offer instant emotions and meanings without the restraint of old subjects and themes, art too should be able to achieve the same instant impression, created by the use of colour and line to produce an instant effect.

In 1858 Whistler had become good friends with Henri Fantin-Latour, whom he met at the Louvre. Through this artist he was introduced to the circle of Gustave Courbet, which included Carolus-Duran (later the teacher of John Singer Sargent), Alphonse Legros and Édouard Manet. Fantin-Latours own work would have an influence on the early work of Whistler, as demonstrated in At the Piano. The use of strong black tones, conservative themes and underplayed emotions were hallmarks of Fantin-Latours style. 

The 1859 canvas At the Piano illustrates the artists lifetime fascination with music. Conjuring the tranquil scene of a music lesson, it features the artists sister, Deborah Haden, and her daughter, Annie. The painting echoes the calm order and domestic setting of works by Jan Vermeer, recently popular with art spectators at Londons National Gallery, which Whistler no doubt greatly admired during his visit to England in the Christmas of 1858. Now the artist avoids Courbets direct handling of subject matter, opting instead for a more refined depiction of a realist scene. As the mother, dressed in pure black (due to the recent passing of Whistlers father), looks down at the piano keys and the instruction she is giving, the daughter appears in stark contrast. She wears an elegant white dress with similar stockings. She leans against the piano, her arms folded on top of each other, her pose signalling a degree of weariness with the lesson, as her right foot seems poised behind the heel of her left foot. However, this is a scene of stillness, where the rigid, level horizontal lines and serious facial expression of the mother remind us that the music should be the primary focus of the piece. The calm scene suggests the sensation of listening as we view the painting, as though we might hear the music at any moment. 
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Self portrait of Henri Fantin-Latour, Museum of Grenoble, 1859
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The Artists Two Sisters by Henri Fantin-Latour, St. Louis Art Museum, 1859


Harmony in Green and Rose: The Music Room
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Attached to Courbets bohemian group was the poet Charles Baudelaire, whose ideas and theories of modern art would be held with high regard by Whistler. Baudelaire challenged artists to scrutinise the brutality of life and nature and to portray it faithfully, avoiding the old themes of mythology and allegory. 

In a second painting executed in the same room as At the Piano, Whistler demonstrated his natural inclination toward innovation by producing a genre scene with an unusual composition, employing the use of foreshortening. Harmony in Green and Rose: The Music Room, housed today in Washingtons Freer Gallery, shows a unique view of a mirror on the left side of the canvas, allowing only a view of Whistlers sister Deborah (this time dressed in grey) as a reflection. The bold composition portrays the reflected floral curtain and a tall piece of French porcelain as both reflections and their actual forms. The image calls into question the exact dimensions of the room, which is cropped by the artist, challenging us to construct what is missing from what we can see. Where would Deborah be in reality if the painting was to continue? Behind the viewer or in front of us?

This time Annie is reading book, once again dressed entirely in white, except for her black shoes, while in front of her another female figure stands, attired in black riding clothes holding a light whip, ready to go out  only one glove remains to be put on her left hand. She has been identified as the American Isabella Bott, a friend of the family, and the use of strong black tones in her clothing and her prominent placement in the top right corner of the canvas prevents the painting from becoming too rigid and conservative in its approach to subject matter. Bott seems to peer up and out of the canvas to the right. Perhaps she is looking at Deborah, which would allow us to complete the rest of the missing image. Making the viewer interact with the image was a bold compositional device, underlining the artists growing confidence in his medium. 
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Wapping
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Following the Paris Salons rejection of At the Piano, which was judged to be too bold and experimental in its approach, Whistler decided to relocate to London, close to his sisters family. He took an apartment at Wapping, a district in East London, situated between the north bank of the River Thames and the ancient thoroughfare called The Highway. Part of the busiest docks in Europe, Wappings proximity to the river was notable for its maritime character, which it retains today through its riverside public houses and steps, such as the Prospect of Whitby and Wapping Stairs.

Whistler was fascinated by the bustling life of Londons docks, taking great pleasure in sketching numerous scenes for his second collection of etchings, titled as the Thames Set. He enjoyed socialising with the various seamen and workers of the docks, as revealed in the following plate, Wapping (1861). It is an impressive realist depiction of the busy waterway, conveying a rich sense of the Thames frenetic life. The figures seated in the foreground are Whistlers mistress, Joanna Hiffernan, the artist Alphonse Legros, who leans causally on his left elbow, and an unidentified sailor. Hiffernan leans back, her head slightly lifted and her chest thrust forward  she clearly feels at home in her setting and is unaffected by the inevitable noise, smells and confusion not far from her seat. The intimate conversation of the three friends is thrown into stark contrast with the lively scene of the Thames behind them. During this stage in his career, Whistler was keen to explore scenes of social realism  an interest that was shared with the emerging Pre-Raphaelite Brotherhood. 
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Rotherhithe, 1860  an etching by Whistler
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Wapping waterfront today


Symphony in White, No. 1: The White Girl 
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While living in London, Whistler met Dante Gabriel Rossetti and other members of the Pre-Raphaelite Brotherhood, who would influence his art. It was also in London that Whistler met Joanna Hiffernan, the model that would become his lover. Hiffernan supposedly had a strong influence over Whistler; his brother-in-law Francis Seymour Haden refused a dinner invitation in the winter of 186364 due to her dominant presence in the household. This dominating character is in other painting more apparent than in the artists next major work.

Featuring an entirely white colour scheme, Symphony in White, No. 1 depicts a woman in full figure standing on a white polar bear skin by a white curtain, holding a white lily in her hand. Although the painting was originally called The White Girl, Whistler later titled it Symphony in White, No. 1, using an abstract musical term, with the purpose of emphasising his art for arts sake philosophy. He had started work on the canvas in December 1861, with the intention of submitting it to the prestigious annual exhibition of the Royal Academy. In spite of bouts of illness, he had finished the painting by April. In a letter to George du Maurier in early 1862, he described it as: a woman in a beautiful white cambric dress, standing against a window which filters the light through a transparent white muslin curtain  but the figure receives a strong light from the right and therefore the picture, barring the red hair, is one gorgeous mass of brilliant white.

Whistler submitted the painting to the Academy and it was duly rejected, as the artist had anticipated. Whistler then exhibited it at the small Berners Street Gallery in London, where it was shown under the title The Woman in White, in reference to Wilkie Collinss bestselling sensation novel. The review in the Athenaeum complained that painting failed to correspond to the character in the novel, prompting Whistler to write a letter asserting that the gallery chose the title without consulting him, adding I had no intention whatsoever of illustrating Mr Wilkie Collins novel. My painting simply represents a girl dressed in white standing in front of a white curtain.

Whistler, especially in his later career, resented the idea that his paintings should have any meaning beyond what could be seen on the canvas. He is known as a central proponent of the art for arts sake philosophy. His comment on The White Girl, denying a connection to Wilkie Collins novel is one of the earliest of these assertions. By the musical analogy, he emphasises that the composition is the central thing, not the subject matter. The title was probably also inspired by Théophile Gautiers 1852 poem Symphonie en Blanc Majeur.

The next year, Whistler tried to have the painting exhibited at Paris Salon, the official art exhibition of the Académie des Beaux-Arts, but it was again rejected. However, it was accepted at the alternative Salon des Refusés  the exhibition of rejects that opened on May 15, two weeks after the official Salon. This was the same exhibition where Édouard Manets Déjeuner sur lherbe caused a scandal, yet for some viewers Whistlers White Girl was even more innovative in its approach. It was received mostly with favour, as well as being greatly admired by his colleagues Manet, Courbet and the poet Charles Baudelaire. The art critic Théophile Thoré-Bürger saw it in the tradition of Goya and Velázquez. There were, however, those who were less favourable; certain French critics regarded the English Pre-Raphaelite trend as somewhat eccentric.

The image is long and slender and the models pose and the shape of her clothes accentuate the vertical nature of the painting. The woman is bold, almost confrontational, in her direct gaze at the viewer, and her features are highly individualised. Though the painting was begun before Whistler first met Rossetti, the Pre-Raphaelite influence is still clear. There are underlying sexual overtones in the painting, suggested by the purity of the white dress in relation to the savage wolf skin on which she is standing; as well as the unbound red hair, juxtaposed to single white lily she is holding. These are traits often found in Rossettis early works and the two spent much time together, becoming close neighbours when Whistler later moved to Chelsea. 

The painting remained in the Whistler family until 1896, when it was sold by the artists nephew to the art collector Harris Whittemore. In 1943, the Whittemore family gave it as a gift to the National Gallery of Art in Washington, D.C.
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Portrait of Dante Gabriel Rossetti at 22 years of Age by William Holman Hunt


[image: img50.jpg]

Ecce Ancilla Domini by Dante Gabriel Rossetti, Tate Britain, London, 1850


The Balcony, Variations in Flesh Colour and Green
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The Balcony, Variations in Flesh Colour and Green (1865) was one of Whistlers first paintings to feature a rectangular cartouche with a butterfly, forming a naturalistic stylisation of the artists initials, rather than a traditional signature. This idea demonstrates the influence of Japanese printmakers and Whistler was one of the earliest enthusiasts of Japanese art. The canvas shows a view from the artists balcony overlooking the Thames, revealing four young women dressed in Japanese costume, having an Oriental tea party. Due to newly opened trade routes between Britain and Japan, there was a great interest in Japanese art in the middle of the Victorian era. The Balcony, Variations in Flesh Colour and Green features poses directly inspired by figures in the prints of Utagawa Kunisada and Katsushika Hokusai  Japanese artists whose works were the first to reach the West. 

Whistler employs several key traits of Japanese art in the painting, most notably the flattening of form and the harsh cropping of figures to the right side. These techniques give the canvas a more immediate, realistic effect, conjuring the sense of a sudden moment, rather a pre-orchestrated image. The beautiful azalea flowers and bright butterflies contrast strikingly with the dismal monochrome scene of London behind them. Grey factories loom over the murky waters of the Thames, strangely juxtaposed to the colourful fantasy of the Japanese tea party in the foreground. However, these are not Japanese ladies, but Europeans pretending to be something they are not. The canvas challenges us to consider the purpose of art and painting  should it be a means of creating an illusion to cover the prosaic nature of our lives?
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Two women, tea ceremony. Series: Shogei Sanju-roku by Katsushika Hokusai


Nocturne: Blue and Gold - Old Battersea Bridge
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In 1866 Whistler decided to visit Valparaíso, Chile, claiming he wished to travel there for political reasons. At the time Chile was at war with Spain  a conflict he viewed as a heroic struggle of a small nation against a larger one. He had decided to assist the Chilean cause, setting off with brave intentions. However, he was no skilled soldier; on his arrival, the Spanish were bombarding Valparaíso and the artist quickly fled to the hills. There he remained until he could secure a safe passage back to London.

It was this far away journey that inspired Whistlers first three nocturnal paintings, originally termed moonlights and later re-titled as nocturnes, showing night scenes of an English harbour painted with a blue or light green palette. After returning to London, he painted several more nocturnes, many of the River Thames and of Cremorne Gardens, a pleasure park famous for its frequent fireworks displays, offering a novel challenge to paint. The Thames paintings once again reveal compositional and thematic similarities with the Japanese prints of Hiroshige.

Whistlers objective in creating the Nocturnes was to convey a sense of the beauty and tranquillity of the Thames by night. It was Frederick Leyland  a major art collector, who commissioned works from several of the Pre-Raphaelite painters  who first used the name nocturne to describe these moonlit scenes, suggesting the concept of evening, or night, but with musical associations. The expression was keenly welcomed by the artist, who quickly adopted the use of the phrase. He later wrote, By using the word nocturne I wished to indicate an artistic interest alone, divesting the picture of any outside anecdotal interest which might have been otherwise attached to it. A nocturne is an arrangement of line, form and colour first.

The central motif for the following Nocturne is Battersea Bridge, with Chelsea Church and the lights of the newly-built Albert Bridge visible in the distance. There are fireworks in the sky, as a rocket ascends and another falls in sparks. Influenced by Hiroshiges use of a tall structure, Whistler exaggerates the height of the bridge. 

Whistler preferred the calm of the river at night to the noise and bustle of the Thames by day. With the Greaves brothers as his oarsmen, he would set off at twilight and sometimes remain on the river all night, sketching and memorising the scene. He never painted the Nocturnes on the spot, but rather from memory and sketches in his studio, employing a special medium devised for painting quickly in oils. He thinned his paint with copal, turpentine and linseed oil, creating what he called a sauce, which he applied in thin, transparent layers, wiping it away until he was satisfied. Reportedly, his paint was so diluted that he had to lay the canvas on the floor to prevent it from running. This technique captures the essence of translucent, silk-like air, numbering the Nocturnes among the artists greatest achievements. Whistler makes the ordinary, even ugly aspects of Londons industrial districts appear beautiful in his pioneering approach to painting. 

Nocturne: Blue and Gold - Old Battersea Bridge was exhibited at the Grosvenor Gallery exhibition in 1877, when Oscar Wilde wrote that it was worth looking at for about as long as one looks at a real rocket, that is, for somewhat less than a quarter of a minute. The painting was bought by William Graham and was later included in the Graham sale at Christies in 1886. When it came up for auction it was hissed by the general public. Today, it is held as a modern masterpiece.
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Head of Frederick Leyland, 1879 by Dante Gabriel Rossetti
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Sudden Shower Over Shin-Ohashi Bridge and Atake by Hiroshige, 1857
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Fireworks at Ryogoko by Hiroshige, 1857
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Old Battersea Bridge by Walter Greaves, 1874


The Princess from the Land of Porcelain
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This painting, which currently hangs in the Peacock Room of Washingtons Freer Gallery, formed part of a series of costume pictures completed by Whistler in the mid-1860s, featuring western models appear in Asian dress, surrounded by Chinese and Japanese objects from Whistlers own collections of porcelain, fans, painted screens and other Oriental props. Whistler liked to borrow Asian objects for his paintings to suggest the temporal and spatial distance of a purely imaginary realm, while adding an exotic charm to this work. This time the model is Christina Spartalli, a celebrated Victorian beauty, who is positioned in a similar pose to the elongated figures seen on Chinese Kangxi porcelain. Spartali (later the Countess Edmond de Cahen) was the daughter of Michael Spartali, who was later the Greek Consul General in London. Her sister Marie became Mrs W. J. Stillman. Spartali posed for Whistler twice a week in the winter of 1863-64 and she suggested to her father, Michael Spartali, that he should buy the picture, though he objected to it as a portrait

Ultimately, The Princess from the Land of Porcelain was purchased by the shipping magnate Frederick Leyland, who hung it in his dining room, where he also displayed his extensive collection of Kangxi porcelain. Whistler suggested some changes to the colour scheme of the room, which he felt would harmonise with the palette of the painting. The result was Harmony in Blue and Gold: The Peacock Room, which Whistler completed in 1877. In 1903, Charles Lang Freer purchased the canvas and the next year he also acquired the Peacock Room itself, where the painting has presided over a changing array of Asian ceramics ever since.
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Christina Spartali, c. 1868


Symphony in White No. 2 (The Little White Girl)
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Symphony in White, No. 2 portrays a woman in three-quarter figure, standing by a fireplace with a mirror, holding a fan in her hand and wearing a white dress. Once more the model is Joanna Hiffernan and the painting was originally titled The Little White Girl, though the current abstract musical term was later applied to emphasise Whistlers art for arts sake philosophy. Interestingly, Heffernan wears a ring on her finger, though they were never married. The painting was completed in the winter of 1864 and was exhibited at the Royal Academy the next year. The original frame featured a poem by Whistlers friend Algernon Charles Swinburne, Before the Mirror, written on sheets of golden paper. The poem was inspired by the painting and was used to demonstrate that the visual arts need not be subservient to literature. 

Though there are few clues to the meaning and symbolism of the painting, critics have noted allusions to the work of Ingres, as well as oriental elements typical of the popular Japonisme. Though he and Hiffernan were not married, the ring voices a development in how he represented her in his art; from prostitute in Wapping to mistress in The White Girl, and finally a wife in The Little White Girl. At the same time, this development reflects Whistlers notion of his own position in the English art world, stressing his legitimacy. The ring is also an allusion to the Christian sacrament of marriage, which lends a religious aspect to the aestheticism that he and Swinburne were keen to develop.

Whistler had first met Swinburne in 1862 and they were soon close friends, which was mutually beneficial. Whistlers use of Swinburnes poem gave the young poet exposure to a new audience of readers. The idea of decorating a frame with a poem was inspired by Rossetti, who had similarly pasted a golden paper with one of his poems on the frame of his 1849 painting The Girlhood of Mary. To Whistler, this poem underlined his idea of the autonomous nature of the painted medium. It stressed that painters were more than mere illustrators and that visual art could be an inspiration for poetry, not just the other way around. Whistler, especially in his later career, resented the idea that his paintings should have any meaning beyond what could be seen on the canvas. The development of this philosophy he owed largely to Swinburne, who pioneered the concept in his 1868 book William Blake: a Critical Essay. 

Symphony in White, No. 2 appears to shift away from the realism of Gustave Courbet, who had previously been a great influence on Whistler. Now the focus is concentrated on soft contrasts, round figures with harder geometrical shapes, using transparent touches and dense strokes. The composition invites a wide variety of individual interpretations. A contemporary review in The Times commented that Thought and passion are under the surface of the plain features, giving them an indefinable attraction.

The critics were mostly unimpressed by the painting; one in particular called it bizarre, while another described it as generally grimy grey. In 1900, however, it was one of the pictures Whistler submitted to the Universal Exhibition in Paris, where he won a grand prix for paintings. The first owner of the painting was the wallpaper manufacturer John Gerald Potter, a friend and patron of Whistler. In 1893 the canvas came into the possession of Arthur Studd, who bequeathed it to the National Gallery in 1919 and in 1951 it was relocated to Londons Tate Gallery.
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Algernon Charles Swinburne, c. 1862


Symphony in White, No. 3

[image: img83.jpg]

Symphony in White, No. 3 was the first painting that Whistler exhibited under a musical title, having been inspired by the critic Paul Mantzs description of his White Girl being a symphony in white. The image shows two women dressed in white, one sitting on a sofa and the other resting on the floor. The model on the sofa is Joanna Heffernan and the other is Milly Jones, the wife of an actor friend. The fan on the floor indicates the influence of Japonisme  the study of Japanese art and artistic talent. Whistler had become a great collector of Japanese porcelain and prints and he later boasted that the porcelain depicted in his Symphony in White, No. 2 was in fact from his own personal collection. 

The languorous tone of the piece is believed to be inspired by the art of a newfound friend, Albert Joseph Moore, and their works show considerable similarities during this time. Moore learnt from Whistler the use of a pale palette, Japanese motifs and his structuring of figures in a restrictive space, while Whistler learnt from his fellow artist how to incorporate decorative draperies to achieve a particular languid tone. Moores Beads, completed around the same time as Symphony in White, No. 3, emphasises the similarities between the two artists work. Nevertheless, in Whistlers painting one of the girls looks out directly at the viewer, challenging us with a confrontation glance, adding a depth of psychological enquiry to the canvas that is absent in Moores image.

Whistler started on Symphony in White, No. 3 as early as July 1865. It was to be the last of his paintings for which Heffernan was a model. By the middle of August, he had a complete sketch ready, and he continued work on the painting into September. Whistler kept reworking it, however, and it was not until 1867 that he considered it finished. He painted over the final 5 in the date, and replaced it with a 7, to mark the changes it had undergone. In March 1867, William Michael Rossetti wrote of seeing the painting in Whistlers studio, mentioning that it was previously called The Two Little White Girls. It was greatly admired by Whistlers colleagues, including Henri Fantin-Latour, Alfred Stevens, James Tissot and Edgar Degas. For the latter artist, it would inspire his own portrait of Eugénie Fiocre in the ballet La Source. 

Some critics, however, were confused by the title. Philip Hamerton, writing for the Saturday Review on 1 June 1867, remarked: In the Symphony in White No. III. by Mr. Whistler there are many dainty varieties of tint, but it is not precisely a symphony in white. One lady has a yellowish dress and brown hair and a bit of blue ribbon, the other has a red fan, and there are flowers and green leaves. There is a girl in white on a white sofa, but even this girl has reddish hair; and of course there is the flesh colour of the complexions.

Always of a querulous temperament, Whistler was angered by this review and was quick to respond. He wrote a letter to the editor that the newspaper would not print, but was later reprinted by Whistler himself in his book The Gentle Art of Making Enemies: How pleasing that such profound prattle should inevitably find its place in print!...Bon Dieu! did this wise person expect white hair and chalked faces? And does he then, in his astounding consequence, believe that a symphony in F contains no other note, but shall be a continued repetition of F, F, F ? . . . Fool!

Symphony in White, No. 3 was originally bought by the wealthy art collector Louis Huth, who later also commissioned Whistler to paint a portrait of his wife. It hangs today in the Barber Institute of Fine Arts, in Birmingham.


[image: img84.jpg]


[image: img85.png]

Detail


[image: img86.png]

Detail


[image: img87.jpg]

Detail


[image: img88.png]

Detail


[image: img89.png]

Detail


[image: img90.jpg] 

Albert Joseph Moore, c. 1870
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Beads by Albert Joseph Moore, 1875
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Eugénie Fiocre in La Source by Edgar Degas, 1868


Arrangement in Grey and Black No.1; the Artists Mother
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One of the most famous works by an American artist outside the United States, Arrangement in Grey and Black No.1, famously known as The Artists Mother, was completed in 1871 and is currently housed in the Musée dOrsay in Paris. 

In January 1864, Whistlers mother Anna arrived to stay with her son in London. As a result, Joanna Heffernan had to move out of the apartment, and could only visit as a model. Heffernans presence displeased Whistlers mother and his relationship with both women became strained. Anna posed for her son while they lived together at Cheyne Walk, Chelsea. Several questionable stories relate to the painting; one claims that the mother acted as a replacement for another model, who failed an appointment. It is also claimed that Whistler originally planned painting his mother standing up, but that she was too uncomfortable to pose standing for an extended period. 

The painting was shown at the 104th Exhibition of the Royal Academy of Art in 1872, after almost being rejected by the Academy  it would be the last painting to be exhibited by the artist at the Academy. The sensibilities of a Victorian era viewing audience would not accept what was apparently a portrait being exhibited as an arrangement, hence the addition of the explanatory title Portrait of the Painters Mother. After Thomas Carlyle viewed the painting, he agreed to sit for his own portrait  a great undertaking as Whistler had a bad reputation for how long he would take on his portraits, often rubbing out a whole days work to begin again if he was not happy with what he had achieved. Sitting for Whistler could be a timely and very demanding experience. 

The painting was eventually acquired in 1891 by Paris Musée du Luxembourg and it was this first official recognition that really helped the artists floundering career. From this point forward, he received many more commissions for portraits and his name was well established as an accomplished portraitist. 

The image has come to have a lasting significance with viewers across the world, standing as long enduring representation of motherhood. The sitter is presented as a patient mother, dressed in her widows clothing and we are at once conscious of her many sufferings in life. The loss of her husband, as well as the tragic deaths of two children, can be seen in melancholic use of tones. We can also detect the artists fondness for his parent in the fine delineation of her aged, but attractive and lucent features. Whistlers great admiration of his mother led him in his early years to exchange his middle name Abbott for Annas maiden name McNeill. A woman of devout spiritual faith, the image is reverent in its approach and still in its portrayal. Whistler uses the smallest amount of paint possible, as in some parts of the canvas it merely stains the material, while the mothers headdress is depicted with a transparent deftness rarely seen in oil paintings.
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Fight for Her, World War I recruitment poster from Canada, urging men to enlist with the Irish Canadian Rangers and to fight for the women in their lives. It appeals to notions of motherhood and family values that were popular at the time, largely indebted to Whistlers enduring image of motherhood.


Harmony in Blue and Gold: The Peacock Room
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Commissioned in 1866 by Whistlers great patron, the British shipping magnate Frederick Richards Leyland, Harmony in Blue and Gold: The Peacock Room is a masterpiece of interior decorative mural art, which is located today in the Freer Gallery of Art in Washington, DC. It is panelled room, painted in a rich and unified palette of brilliant blue-greens with over-glazing and metallic gold leaf and is considered one of the greatest surviving aesthetic interiors. The room was originally designed as a dining room in Leylands townhouse, 49 Princes Gate in Kensington. Leyland had engaged the British architect Richard Norman Shaw to remodel and redecorate his home. Shaw entrusted the remodelling of the dining room to Thomas Jeckyll, another British architect experienced in the Anglo-Japanese style, who conceived the dining room as a Porsellanzimmer (porcelain room). He covered the walls with sixth century wall hangings of Cuir de Cordoue that had been originally brought to England as part of the dowry of Catherine of Aragon. They were painted with her heraldic device, an open pomegranate and a series of red roses, Tudor roses, symbolising her union with Henry VIII. For centuries they had hung on the walls of a Tudor style house in Norfolk, before they were bought by Leyland for £1,000. Against these walls, Jeckyll constructed an intricate lattice framework of engraved spindled walnut shelves that held Leylands collection of Chinese blue and white porcelain, mostly from the Kangxi era of the Qing dynasty.

To the south of the room, a walnut welsh dresser was placed in the centre, just below the large empty leather panel, and flanked on both sides by the framework shelves. On the east side, three tall windows parted the room overlooking a private park, and covered by full-length walnut shutters. To the north a fireplace, over which hung Whistlers painting Rose and Silver: The Princess from the Land of Porcelain, serving as the focal point of the room. The ceiling was constructed in a pendant panelled Tudor-style, and decorated with eight globed pendant gas light fixtures. To finish the room, Jeckyll placed a rug with a red border on the floor.

Jeckyll had nearly completed his decorative scheme when illness compelled him to abandon the project and Whistler, who was then working on decorations for the entrance hall of Leylands house, volunteered to finish work in the dining room. Concerned that the red roses adorning the leather wall hangings clashed with the colours in The Princess from the Land of Porcelain, Whistler suggested retouching the leather with yellow paint, and Leyland agreed to that minor alteration. Leyland also authorised Whistler to embellish the cornice and wainscoting with a wave pattern derived from the design in Jeckylls leaded-glass door, before leaving for his home in Liverpool. During his absence, however, Whistler grew bolder with his revisions…

Upon returning, Leyland was shocked by the many improvements made by the artist and shock soon changed to fury. They quarrelled so violently over the room and the proper compensation for the work that their professional  very lucrative for Whistler  relationship was terminated. At one point, Whistler gained access to Leylands home and painted two fighting peacocks meant to represent the artist and his patron, which he reportedly titled Art and Money: or, The Story of the Room. Whistler is reported to have said to Leyland, Ah, I have made you famous. My work will live when you are forgotten. Still, per chance, in the dim ages to come you will be remembered as the proprietor of the Peacock Room.

The dispute between Whistler and Leyland did not end there. In 1879, Whistler was forced to file for bankruptcy and Leyland was his chief creditor at the time. When the creditors arrived to inventory the artists home for liquidation, they were greeted by The Gold Scab: Eruption in Frilthy Lucre (The Creditor), a large painted caricature of Leyland portrayed as an anthropomorphic demonic peacock playing a piano, sitting upon Whistlers house, painted in the same colours featured in The Peacock Room. He referenced the incident again in his book, The Gentle Art of Making Enemies. Adding to the emotional drama was Whistlers fondness for Leylands wife, Frances, who separated from her husband in 1879. Another result of this drama was Jeckylls response. He was so shocked by the first sight of his room, he returned home and was later found on the floor of his studio covered in gold leaf; he never recovered and died insane three years later.

Having already acquired The Princess from the Land of Porcelain, American industrialist and art collector Charles Lang Freer anonymously purchased the entire room in 1904 from Leylands heirs, including Leylands daughter and her husband, the British artist Val Prinsep. Freer then had the contents of The Peacock Room installed in his Detroit mansion. After Freers death in 1919, The Peacock Room was permanently installed in the Freer Gallery of Art at the Smithsonian in Washington, D.C, which opened to the public in 1923.
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The room in 1890
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The Gold Scab: Eruption in Frilthy Lucre  The Creditor
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Arrangement in Black: Portrait of F. R. Leyland by Whistler, 1873
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Charles Lang Freer, 1905


Arrangement in Grey and Black, No. 2: Portrait of Thomas Carlyle
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Housed in the Kelvingrove Art Gallery and Museum in Glasgow, this famous 1873 portrait depicts the Scottish social critic and historian Thomas Carlyle in a composition similar to Arrangement in Grey and Black: Portrait of the Artists Mother, painted two years earlier. Carlyle was one of Chelseas most recognised residents, having lived in that part of London for forty-seven years. He lived at 24 Cheyne Row, now Carlyles House, which is preserved as a museum, close to Lindsey House, now 96 Cheyne Walk, Whistlers studio. Accompanied by a mutual friend, Carlyle visited Whistlers studio and was very taken with the portrait of the artists mother. Whistler later recounted, He liked the simplicity of it, the old lady sitting with her hands in her lap, and said he would be painted. And he came one morning soon, and he sat down, and I had the canvas ready, and my brushes and palette, and Carlyle said, And now, mon, fire away!

Whistler represents the preeminent moral philosopher of his time as a nuanced study in shapes and colours in sombre grey tones, giving a sense of gravitas and solemnity to the composition. Whistlers portrayal of sadness in the sitter may have reflected the remorse of Carlyles later years, following the death of his wife Jane Welsh Carlyle in 1866. While sitting for the artist, Carlyle wrote in his journal More and more dreary, barren, base, and ugly seem to me all the aspects of this poor diminishing quack world.

Four preparatory studies in oil survive, as well as several drawings related to the finished painting. The sketches held in the Freer Gallery of Art indicate that while Whistler based the composition on the painting of his mother, he also considered variations: a chalk drawing portrays Carlyle seated at an angle to the wall, a corner of the room shown at left, and without the coat that would be thrown over his lap in the painting. The canvas is slightly larger than the portrait of the artists mother and is formed in a vertical format. This time the subjects head is subtly turned toward the viewer, giving the picture a more psychological depth than in the earlier more static canvas.

Though Whistler had only first requested two or three sittings, Carlyle went on to pose from 1872 into the summer of 1873. Several witnesses later recalled Carlyles stillness juxtaposed with Whistlers frenetic working movements. Fellow artist Hugh Cameron commented, It was the funniest thing I ever saw. There was Carlyle sitting motionless, like a Heathen God or Oriental sage, and Whistler hopping about like a sparrow. Nevertheless, Arrangement in Grey and Black, No. 2: Portrait of Thomas Carlyle became the artists first painting to enter a public collection, when in 1891 it was purchased, at the insistence of the Glasgow Boys, by the City of Glasgow.
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Thomas Carlyle, c. 1865
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Frank Jay St. John by Thomas Eakins, 1900, reveals the influence of Whistlers portrait of Carlyle


Nocturne in Black and Gold: The Falling Rocket
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This notorious 1875 canvas was first shown at the Grosvenor Gallery in London in 1877 and is one of two works (along with Nocturne in Black and Gold  The Firewheel) inspired by the Cremorne Gardens, a celebrated pleasure resort in London. One of the many paintings in a series of Nocturnes, it is the last of the London Nocturnes and is now widely acknowledged to be the high point of Whistlers middle period. The depiction of the industrial city park includes a fireworks display in the foggy night sky. The canvas would become famous for being the inception of a bitter lawsuit between Whistler and the art critic John Ruskin.

Composed of bleak tones, the painting is restricted in its use of colour, developing a muted, yet harmonious composition. The billowing smoke gives the viewer a clear distinction between the water and the sky, where the separation blurs into a cohesive and sombre space. A large bank of fog represents the rocket, while dabs of yellow portray exploding fireworks in the air. The figures watching are almost transparent, their shapes general and simplistic. 

Appalled by the image, John Ruskin accused Whistler of flinging a pot of paint in the publics face in the periodical Fors Clavigera. As a leading art critic of the Victorian era, Ruskins harsh critique of The Falling Rocket caused an uproar among owners of other Whistler artworks. Quickly, it became shameful to have a Whistler canvas, pushing the artist into greater financial difficulties. With his pride, finances and the significance of his painting at stake, Whistler sued Ruskin for libel in defence. In court, he asked the jury to not view it as a traditional painting, but instead as an artistic arrangement. In his explanation, he insisted that the painting was a representation of the fireworks from the Cremorne Gardens. During the trial, Sir John Holker asked, Not a view of the Cremorne? to which Whistler was quoted as saying, If it were a view of Cremorne, it would certainly bring about nothing but disappointment on the part of the beholders. However, his case was not helped when the painting was accidentally presented to trial upside down. His explanation of the composition proved fruitless before the judge. 

The Ruskin vs. Whistler Trial, which took place on November 25 and 26, 1878, was disastrous for the artist. Though he did not lose, he only won a mere farthing in damages. After all the court costs, he had no choice, but to declare bankruptcy. Whistler was forced to pawn, sell and mortgage everything he could get his hands on. Nevertheless, the artist felt vindicated in his artistic beliefs. Today, Nocturne in Black and Gold: The Falling Rocket is regarded as an innovative and important masterpiece that rightly deserves its place in the history of modern art.
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Arrangement in Gray: Portrait of the Painter (self portrait), c. 1872, Detroit Institute of Arts
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John Ruskin, 1863


Harmony in Red: Lamplight
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Whistler joined the Society of British Artists in 1884 and by June 1886 he was elected their president. The following year, during Victorias Golden Jubilee, he presented the Queen, on the Societys behalf, an elaborate album including a lengthy written address and illustrations personally made by him. Queen Victoria so admired them that she decreed henceforth, that the Society should be called Royal. This achievement was widely appreciated by the members, though soon it was overshadowed by a terrible dispute that inevitably arose with the Royal Academy of Arts. Whistler proposed that members of the Royal Society should withdraw from the Royal Academy. This ignited a feud within the membership ranks that overshadowed all other society business. In May 1888, nine members wrote to Whistler to demand his resignation. At the annual meeting on 4 June, he was defeated for re-election; the artist, along with twenty-five supporters resigned, as the anti-Whistler majority was successful in removing him.

It was during this chaotic time that Whistler suddenly proposed to and married Beatrice Godwin (affectionately known as Beatrix and Trixie), a former pupil and the widow of his architect Edward William Godwin. Through his friendship with Godwin, Whistler had become close to Beatrice, whom he painted in the full-length portrait Harmony in Red: Lamplight in 1886. She was also an artist of merit and a collection of her work is held in Glasgows Hunterian Museum and Art Gallery. During the time of this portrait, Whistler was now living at 454 Fulham Road, where he had arranged a chandelier of argand burners, which produced an unusual yellow light, altering the appearance of sitters. In this composition, the widow stands tall and erect, her hands confidently placed on her hips, arms akimbo, as she watches us carefully, her head slightly titled to the left, giving the subject an inquisitive nature. She is no demur Victorian lady, but a confident modern woman, certain of what she wants and no mans dependent. The murky black divide, hiding her body underneath the red coat, suggests that she is safe from prying eyes, all powerful in her unknown advantage.

By the summer of 1888 Whistler and Beatrice appeared in public as a couple. At a dinner Louise Jopling and Henry Labouchère insisted that they should be married before the end of the week. As a member of parliament, Labouchère was able to arrange for the Chaplain to the House of Commons to marry them, the service taking place on 11 August 1888, with the ceremony attended by a reporter from the Pall Mall Gazette, ensuring publicity. The couple left soon after for Paris, to avoid any risk of a scene with the artists former lover Maud.

Whistler and Beatrice were a devoted couple and entirely happy with each other. However, tragedy was to strike. Whistler was at the top of his career when it was discovered that Beatrice had cancer. They returned to London in February 1896, taking rooms at the Savoy Hotel, while they sought medical treatment. Whistlers portraits of Beatrice titled The Siesta and By the Balcony were drawn as she lay dying. She passed away at St. Judes Cottage in Hampstead Heath on 10 May 1896 and was buried on her birthday, 12 May, in Chiswick Old Cemetery in the London Borough of Hounslow. Her death was a strong blow that Whistler never quite overcame. Some art historians argue that his greatest work as an artist was finished with the death of his wife. Following his own death in 1903, seven years later, Whistler was buried in the same tomb. 
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By the Balcony by Whistler


Harmony in Blue and Gold: The Little Blue Girl
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In 1894 Charles Freer, the American Railroad magnate who would eventually acquire The Peacock Room, commissioned Whistler to paint a Spring picture. In homage to the subtitle of the artists famous interior, he titled the canvas Harmony in Blue and Gold, presenting a view of a nude girl, on the threshold of womanhood, serving as a traditional symbol of spring. When Whistler was first given this commission, he was enjoying the happiest period of his life, having just married Beatrice. However, before completing the work, she had died from cancer and the artist was consumed with grief. Eventually, Whistler wrote to Freer, apologising for not finishing the commission on time and explaining that he was unable to express his grief in any other means than through his art. 

In the image, the girl holds a large blue robe above her, in the act of draping her head and body, suggesting perhaps that she too is about to be consumed with feelings of grief. The blue tones foster a cold impression, promoting the sense of loss experienced by the artist at this difficult time. The muted, unfinished aspect of the brushwork also emphasises a morbid mood. Using the straight lines of the jug, balustrade and bench, Whistler frames the girl centrally in the composition, seizing our immediate attention. The girls pale body appears vulnerable, beneath the foreboding sky and falling robe. When Freer finally received the canvas, after Whistlers death, instead of a picture based a spring theme he discovered the foreboding tones of a winter image. Nevertheless, it remains one of the artists most accomplished late paintings, celebrated for its haunting beauty.
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Whistlers preparatory sketch for the painting


The Little Rose of Lyme Regis
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Whistler visited Lyme Regis, a coastal resort town in Dorset, in 1895 at the age of sixty-one, spending the autumn at the Royal Lion Hotel. While in the town he produced a number of lithographs and two famous paintings: The Little Rose of Lyme Regis and The Master Smith of Lyme Regis, both of which are held in the Museum of Fine Arts in Boston. The Little Rose of Lyme Regis was produced as part of a series of tonal portraits challenging the sentimentality of Victorian portrayals of children. The portrait was not a commission, but was undertaken by the artist as a tribute to the children he called the little Lyme Regis maidens. The sitter is Rosie Randall, the daughter of the mayor of the town, depicted gazing directly at the viewer, nervously clasping her hands. She is dressed in a red pinafore over a black dress and appears to emerge from a dark background. The artist applies thin layers of paint to create a soft, diffuse likeness, conveying the innocence, as well as vulnerability of childhood. For the canvas he designed a wide, simple frame to stress the delicacy of the image.

During the final seven years of his life, Whistler completed minimalist seascapes in watercolour and a final self portrait in oil. He corresponded with his many friends and colleagues and many of his letters were later published. He also founded an art school in 1898, but his worsening health and infrequent appearances led to its closure in 1901. The artist died in London on 17 July, 1903 and was buried in Chiswick Old Cemetery in west London, adjoining St Nicholas Church. His entire estate was left to his sister-in-law Rosalind Birnie Philip, who spent the rest of her life defending his reputation and managing his art and effects, much of which was eventually donated to Glasgow University.

During his career, he affected two generations of artists in both Europe and America. He had significant contact and exchanged ideas with realist, impressionist and symbolist painters. Famous protégés for a time included Walter Sickert and the writer Oscar Wilde. His tonalism had a profound effect on many American artists, including John Singer Sargent, William Merritt Chase and Willis Seaver Adams, whom he befriended in later years in Venice. Whistler was averse to sentimentality and moral allusion in painting and today will be most remembered as the leading proponent of the credo art for arts sake.
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Whistlers last self portrait, Hunterian Art Gallery - Glasgow University, 1896


The Paintings
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The Russian Academy of Arts in Saint Petersburg, formerly the Imperial Academy of Arts  Whistler enrolled here at age eleven. The young artist followed the traditional curriculum of drawing from plaster casts and occasional live models.
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Inside the Imperial Academy of Arts, 1836


The Complete Paintings
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Whistler’s paintings are presented in chronological order and divided into decade sections, with an alphabetical table of contents following immediately after.

CONTENTS

1850’s

The Artist’s Niece

A Fire at Pomfret

The Cobbler

Roger Rescuing Angelique (after Ingres)

Vision of Saint Luke (copy of Jules-Claude Ziegler)

Head of a Peasant Woman

The Kitchen

Portrait of Whistler with Hat

At the Piano

Head of an Old Man Smoking

Old Mother Gerard

1860’s

The Thames in Ice

The Coast of Brittany

Harmony in Green and Rose: The Music Room

A White Note

Blue and Silver: The Blue Wave, Biarritz

The Last of Old Westminster

Symphony in White, No. 1: The White Girl

Battersea Reach

Brown and Silver: Old Battersea Bridge

Grey and Silver: Old Battersea Reach

Caprice in Purple and Gold: The Golden Screen

Purple and Rose: The Lang Leizen of the Six Marks

Rose and Silver: The Princess from the Land of Porcelain

Sketch for “Rose and Silver: La Princesse du Pays de la Porcelaine”

Symphony in White, No. 2: The Little White Girl

Wapping

The Artist’s Studio

Blue and Silver: Trouville

Crepuscule in Opal: Trouville

Harmony in Blue and Silver: Trouville

The Sea

Sea and Rain: Variations in Violet and Green

Study of Draped Figures

Trouville

Variations in Flesh Colour and Green: The Balcony

Crepuscule in Flesh Colour and Green: Valparaiso

The Morning after the Revolution: Valparaiso

Nocturne in Blue and Gold: Valparaiso Bay

Nocturne: the Solent

Sketch for “Nocturne in Blue and Gold: Valparaiso Bay”

Symphony in Grey and Green: The Ocean

Symphony in White, No. 3

Symphony in White and Red

Variations in Blue and Green

Venus with Organist

The White Symphony: Three Girls

Harmony in Flesh Colour and Red

1870’s

Arrangement in Black: Portrait of F. R. Leyland

Sketch for ‘Annabel Lee’

Sketch for “The Balcony”

Symphony in Blue and Pink

Tanagra

Variations in Pink and Grey: Chelsea

Arrangement in Grey and Black: Portrait of the Painter’s Mother

Battersea Reach from Lindsey Houses

Nocturne: Blue and Silver - Chelsea

Symphony in Grey: Early Morning, Thames

Variations in Violet and Green

Arrangement in Grey: Portrait of the Painter

Blue and Silver: Screen, with Old Battersea Bridge

Nocturne: Blue and Gold - Southampton Water

Nocturne: Blue and Silver - Cremorne Lights

Nocturne: Grey and Gold - Westminster Bridge

Nocturne in Blue and Silver

Arrangement in Black, No. 2: Portrait of Mrs. Louis Huth

Arrangement in Grey and Black, No.2: Portrait of Thomas Carlyle

Colour Scheme for the Dining-Room of Aubrey House

Miss Agnes Mary Alexander

Study for the Portrait of F. R. Leyland

Symphony in Flesh Colour and Pink: Portrait of Mrs. Frances Leyland

Harmony in Grey and Green: Miss Cicely Alexander

Harmony in Grey and Peach Colour

Nocturne Trafalgar Square Chelsea Snow

Chelsea Wharf Grey and Silver

Nocturne: Black and Gold - The Fire Wheel

Nocturne: Grey and Silver

Nocturne in Black and Gold: The Falling Rocket

Arrangement in Black, No. 3: Sir Henry Irving as Philip II of Spain

Arrangement in Brown and Black: Portrait of Miss Rosa Corder

Arrangement in White and Black

Nocturne: Blue and Silver - Bognor

Nocturne in Grey and Gold: Chelsea Snow

Arrangement in Black and Brown: The Fur Jacket

Cremorne Gardens, No. 2

Harmony in Flesh Colour and Black: Mrs Louise Jopling

Harmony in Yellow and Gold: The Gold Girl — Connie Gilchrist

Nocturne

Nocturne: Blue and Gold - Old Battersea Bridge

Study for “Mouth of the River”

Arrangement in Yellow and Grey: Effie Deans

Nocturne: Black and Gold - The Rag Shop, Chelsea

Nocturne in Blue and Silver

The Gold Scab, Eruption in Frilthy Lucre; or, The Creditor

Nocturne

The Blue Girl: Portrait of Connie Gilchrist

Mrs. Lewis Jarvis (Ada Maud Vessy-Dawson Jarvis)

1880’s

Behind the Arsenal

Maud Reading in a Hammock

Nocturne: Blue and Gold - St Mark’s, Venice

Nocturne in Blue and Silver: The Lagoon, Venice

Sunset: Red and Gold - The Gondolier

Arrangement in Black, No.5: Lady Meux

The Beach at Selsey Bill

Harmony in Pink and Grey: Valerie, Lady Meux

Hastings: Fishing Boats

Arrangement in Black: La Dame au brodequin jaune - Portrait of Lady Archibald Campbell

Arrangement in Black: The Lady in the Yellow Buskin

Lady in Gray

Note in Green and Brown: Orlando at Coombe

Zuyder Zee

The Angry Sea

Arrangement in Flesh Colour and Black: Portrait of Theodore Duret

Arrangement in Pink, Red and Purple

Black and Red

Blue and Orange: The Sweet Shop

The Chelsea Girl

Cliffs and Breakers

Convalescent

Gold and Grey: the Sunny Shower - Dordrecht

The Gold Ruff

Green and Violet: Mrs. Walter Sickert

Grey and Silver: Mist - Lifeboat

A Grey Note: Village Street

The Little Red House

The Little White Sofa

Maud Reading in Bed

Milly Finch

Nocturne: Grey and Gold - Canal, Holland

Note in Black and Grey

Note in Blue and Opal

Note in Gold and Silver - Dordrecht

Note in Red: The Siesta

An Orange Note: Sweet Shop

Pink Note: Shelling Peas

Pink Note: The Novelette

Red and Black

Red and Black

Red and Pink: The Little Mephisto

Resting in Bed

St. Ives: The Beach

The Yellow Room

Arrangement in Black, No. 8: Portrait of Mrs. Cassatt

Arrangement in Blue and Silver - The Great Sea

Arrangement in Grey: Portrait of Master Stephen Manuel

Chelsea Shops

Flower Market

Gold and Brown: Dordrecht

Moreby Hall

Green and Violet Portrait of Mrs. Walter Sickert

Green and Silver - The Bright Sea, Dieppe

Grey Note - Mouth of the Thames

Harmony in Blue and Pearl: The Sands, Dieppe

Harmony in Blue and Violet, Miss Finch

Harmony in Fawn Colour and Purple: Miss Finch

Note in Opal - The Sands, Dieppe

The Shop - An Exterior

Street Scene

Study of a Head

Variations in Violet and Grey - Market Place, Dieppe

Beach Scene

Harmony in Coral and Blue: Milly Finch

Harmony in Red: Lamplight

Seascape, Dieppe

Chelsea Houses

Off the Dutch Coast

The Balcony

The Sea, Brittany

The Sea Shore, Dieppe

Violet and Blue: The Little Bathers, Perosquerie

The Canal, Amsterdam

Nocturne: Silver and Opal

Sketch for a Portrait of Miss Ethel Philip

Dancing Girl

1890’s

Head of a Young Woman

The Greengrocer’s Shop, Paris

The Old Clothes Shop, Houndsditch

Portrait of Ellen Sturgis Hooper

Portrait of Miss Amy Brandon Thomas

Rose et argent: La jolie mutine

The Rose Scarf

A Shop

Arrangement in Black and Gold: Comte Robert de Montesquiou-Fezensac

Nude Girl with a Bowl

Edward Guthrie Kennedy

An Arrangement in Grey and Green: John James Cowan

Bathing Posts

The Fire Wheel

Violet and Blue: Among the Rollers

Violet and Silver: A Deep Sea

Rose and Silver Portrait of Mrs Whibley

Brown and Gold: Portrait of Lady Eden

Grey and Pink, a Draped Model with Fan

Miss Ethel Philip Reading

Red and Black: the Fan

The Violin Player

The Daughter of the Concierge

The Little Forge, Lyme Regis

The Little Rose of Lyme Regis

Portrait Study of Lily Pettigrew

Robert Barr

Beach Scene

Brown and Gold: Lillie “In Our Alley!,”

Flesh Colour and Silver: The Card Players

Green and Gold: A Shop in Calais

Green and Violet: The Evening Walk

Grey and Silver: The Thames

Harmony in Black: Miss Ethel Philip

Lillie: An Oval

The Master Smith of Lyme Regis

Rose et or: La tulipe

Self Portrait

Sketch for “Annabel Lee”

Unfinished Study of a French Girl

Grey and Silver: La petite souris

Le bébé Français

Miss Rosalind Birnie Philip Standing

The Priest’s Lodging, Dieppe

Rose

Blue and Coral: The Little Blue Bonnet

Gold and Brown

Harmony in Rose and Green: Carmen

Rose and Brown: La Cigale

Violet and Rose: Carmen qui rit

Blue and Silver: Boat Entering Pourville

Blue and Silver: The Chopping Channel

Figures in a Doorway

Green and Silver: The Great Sea

Harmony in Brown: The Felt Hat

Howth Head, Near Dublin

La Blanchisseuse, Dieppe

Little Juniper Bud

Little Lizzie Willis

The Little Red Cap

A Paris Model

A Shop with a Balcony

The Shore, Pourville

The Boy in a Cloak

Brown and Gold

1900’s

Brun et or: De race

Gray and Gold - The Golden Bay

Harmony in Green and Amber: A Draped Study

The Jade Necklace

La Sylphide

Lillie Pamington

Mother of Pearl and Silver: The Andalsiian

Rose et vert: Une étude

Sailboats in Blue Water

Sketch of Miss Ethel Philip

Study of an Italian Boy

Sunday at Domburg

Violet and Blue: The Red Feather

A Corsican Child

Grenat et or: Le petit cardinal

Harmony in Blue and Gold: The Little Blue Girl

Purple and Gold: Phryne the Superb! - Builder of Temples

The Black Hat

La Toison Rouge

Rose and Green: The Iris - Portrait of Miss Kinsella

Study of the Nude

Dorothy Seton

Dr. Isaac Burnet Davenport

Portrait of Charles L. Freer

Portrait of George W. Vanderbilt

Undated Paintings

Annabel Lee

Battersea Reach from Lindsey Houses

Blue and Opal - Herring Fleet

Charlotte Corday

The Dancing Lesson

Green and Gold: The Dancer

Harmony in White and Blue

Portrait

Portrait of a Man in Evening Dress

Portrait Study of a Man

The Red Glove

The Shop Window

Three Figures: Pink and Grey
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A Corsican Child

A Fire at Pomfret

A Grey Note: Village Street

A Paris Model

A Shop

A Shop with a Balcony

A White Note

An Arrangement in Grey and Green: John James Cowan

An Orange Note: Sweet Shop

Annabel Lee

Arrangement in Black and Brown: The Fur Jacket

Arrangement in Black and Gold: Comte Robert de Montesquiou-Fezensac

Arrangement in Black, No. 2: Portrait of Mrs. Louis Huth

Arrangement in Black, No. 3: Sir Henry Irving as Philip II of Spain

Arrangement in Black, No. 8: Portrait of Mrs. Cassatt

Arrangement in Black, No.5: Lady Meux

Arrangement in Black: La Dame au brodequin jaune - Portrait of Lady Archibald Campbell

Arrangement in Black: Portrait of F. R. Leyland

Arrangement in Black: The Lady in the Yellow Buskin

Arrangement in Blue and Silver - The Great Sea

Arrangement in Brown and Black: Portrait of Miss Rosa Corder

Arrangement in Flesh Colour and Black: Portrait of Theodore Duret

Arrangement in Grey and Black, No.2: Portrait of Thomas Carlyle

Arrangement in Grey and Black: Portrait of the Painter’s Mother

Arrangement in Grey: Portrait of Master Stephen Manuel

Arrangement in Grey: Portrait of the Painter

Arrangement in Pink, Red and Purple

Arrangement in White and Black

Arrangement in Yellow and Grey: Effie Deans

At the Piano

Bathing Posts

Battersea Reach

Battersea Reach from Lindsey Houses

Battersea Reach from Lindsey Houses

Beach Scene

Beach Scene

Behind the Arsenal

Black and Red

Blue and Coral: The Little Blue Bonnet

Blue and Opal - Herring Fleet

Blue and Orange: The Sweet Shop

Blue and Silver: Boat Entering Pourville

Blue and Silver: Screen, with Old Battersea Bridge

Blue and Silver: The Blue Wave, Biarritz

Blue and Silver: The Chopping Channel

Blue and Silver: Trouville

Brown and Gold

Brown and Gold: Lillie “In Our Alley!,”

Brown and Gold: Portrait of Lady Eden

Brown and Silver: Old Battersea Bridge

Brun et or: De race

Caprice in Purple and Gold: The Golden Screen

Charlotte Corday

Chelsea Houses

Chelsea Shops

Chelsea Wharf Grey and Silver

Cliffs and Breakers

Colour Scheme for the Dining-Room of Aubrey House

Convalescent

Cremorne Gardens, No. 2

Crepuscule in Flesh Colour and Green: Valparaiso

Crepuscule in Opal: Trouville

Dancing Girl

Dorothy Seton

Dr. Isaac Burnet Davenport

Edward Guthrie Kennedy

Figures in a Doorway

Flesh Colour and Silver: The Card Players

Flower Market

Gold and Brown

Gold and Brown: Dordrecht

Gold and Grey: the Sunny Shower - Dordrecht

Gray and Gold - The Golden Bay

Green and Gold: A Shop in Calais

Green and Gold: The Dancer

Green and Silver - The Bright Sea, Dieppe

Green and Silver: The Great Sea

Green and Violet Portrait of Mrs. Walter Sickert

Green and Violet: Mrs. Walter Sickert

Green and Violet: The Evening Walk

Grenat et or: Le petit cardinal

Grey and Pink, a Draped Model with Fan

Grey and Silver: La petite souris

Grey and Silver: Mist - Lifeboat

Grey and Silver: Old Battersea Reach

Grey and Silver: The Thames

Grey Note - Mouth of the Thames

Harmony in Black: Miss Ethel Philip

Harmony in Blue and Gold: The Little Blue Girl

Harmony in Blue and Pearl: The Sands, Dieppe

Harmony in Blue and Silver: Trouville

Harmony in Blue and Violet, Miss Finch

Harmony in Brown: The Felt Hat

Harmony in Coral and Blue: Milly Finch

Harmony in Fawn Colour and Purple: Miss Finch

Harmony in Flesh Colour and Black: Mrs Louise Jopling

Harmony in Flesh Colour and Red

Harmony in Green and Amber: A Draped Study

Harmony in Green and Rose: The Music Room

Harmony in Grey and Green: Miss Cicely Alexander

Harmony in Grey and Peach Colour

Harmony in Pink and Grey: Valerie, Lady Meux

Harmony in Red: Lamplight

Harmony in Rose and Green: Carmen

Harmony in White and Blue

Harmony in Yellow and Gold: The Gold Girl — Connie Gilchrist

Hastings: Fishing Boats

Head of a Peasant Woman

Head of a Young Woman

Head of an Old Man Smoking

Howth Head, Near Dublin

La Blanchisseuse, Dieppe

La Sylphide

La Toison Rouge

Lady in Gray

Le bébé Français

Lillie Pamington

Lillie: An Oval

Little Juniper Bud

Little Lizzie Willis

Maud Reading in a Hammock

Maud Reading in Bed

Milly Finch

Miss Agnes Mary Alexander

Miss Ethel Philip Reading

Miss Rosalind Birnie Philip Standing

Moreby Hall

Mother of Pearl and Silver: The Andalsiian

Mrs. Lewis Jarvis (Ada Maud Vessy-Dawson Jarvis)

Nocturne

Nocturne

Nocturne in Black and Gold: The Falling Rocket

Nocturne in Blue and Gold: Valparaiso Bay

Nocturne in Blue and Silver

Nocturne in Blue and Silver

Nocturne in Blue and Silver: The Lagoon, Venice

Nocturne in Grey and Gold: Chelsea Snow

Nocturne Trafalgar Square Chelsea Snow

Nocturne: Black and Gold - The Fire Wheel

Nocturne: Black and Gold - The Rag Shop, Chelsea

Nocturne: Blue and Gold - Old Battersea Bridge

Nocturne: Blue and Gold - Southampton Water

Nocturne: Blue and Gold - St Mark’s, Venice

Nocturne: Blue and Silver - Bognor

Nocturne: Blue and Silver - Chelsea

Nocturne: Blue and Silver - Cremorne Lights

Nocturne: Grey and Gold - Canal, Holland

Nocturne: Grey and Gold - Westminster Bridge

Nocturne: Grey and Silver

Nocturne: Silver and Opal

Nocturne: the Solent

Note in Black and Grey

Note in Blue and Opal

Note in Gold and Silver - Dordrecht

Note in Green and Brown: Orlando at Coombe

Note in Opal - The Sands, Dieppe

Note in Red: The Siesta

Nude Girl with a Bowl

Off the Dutch Coast

Old Mother Gerard

Pink Note: Shelling Peas

Pink Note: The Novelette

Portrait

Portrait of a Man in Evening Dress

Portrait of Charles L. Freer

Portrait of Ellen Sturgis Hooper

Portrait of George W. Vanderbilt

Portrait of Miss Amy Brandon Thomas

Portrait of Whistler with Hat

Portrait Study of a Man

Portrait Study of Lily Pettigrew

Purple and Gold: Phryne the Superb! - Builder of Temples

Purple and Rose: The Lang Leizen of the Six Marks

Red and Black

Red and Black

Red and Black: the Fan

Red and Pink: The Little Mephisto

Resting in Bed

Robert Barr

Roger Rescuing Angelique (after Ingres)

Rose

Rose and Brown: La Cigale

Rose and Green: The Iris - Portrait of Miss Kinsella

Rose and Silver Portrait of Mrs Whibley

Rose and Silver: The Princess from the Land of Porcelain

Rose et argent: La jolie mutine

Rose et or: La tulipe

Rose et vert: Une étude

Sailboats in Blue Water

Sea and Rain: Variations in Violet and Green

Seascape, Dieppe

Self Portrait

Sketch for ‘Annabel Lee’

Sketch for “Annabel Lee”

Sketch for “Nocturne in Blue and Gold: Valparaiso Bay”

Sketch for “Rose and Silver: La Princesse du Pays de la Porcelaine”

Sketch for “The Balcony”

Sketch for a Portrait of Miss Ethel Philip

Sketch of Miss Ethel Philip

St. Ives: The Beach

Street Scene

Study for “Mouth of the River”

Study for the Portrait of F. R. Leyland

Study of a Head

Study of an Italian Boy

Study of Draped Figures

Study of the Nude

Sunday at Domburg

Sunset: Red and Gold - The Gondolier

Symphony in Blue and Pink

Symphony in Flesh Colour and Pink: Portrait of Mrs. Frances Leyland

Symphony in Grey and Green: The Ocean

Symphony in Grey: Early Morning, Thames

Symphony in White and Red

Symphony in White, No. 1: The White Girl

Symphony in White, No. 2: The Little White Girl

Symphony in White, No. 3

Tanagra

The Angry Sea

The Artist’s Niece

The Artist’s Studio

The Balcony

The Beach at Selsey Bill

The Black Hat

The Blue Girl: Portrait of Connie Gilchrist

The Boy in a Cloak

The Canal, Amsterdam

The Chelsea Girl

The Coast of Brittany

The Cobbler

The Dancing Lesson

The Daughter of the Concierge

The Fire Wheel

The Gold Ruff

The Gold Scab, Eruption in Frilthy Lucre; or, The Creditor

The Greengrocer’s Shop, Paris

The Jade Necklace

The Kitchen

The Last of Old Westminster

The Little Forge, Lyme Regis

The Little Red Cap

The Little Red House

The Little Rose of Lyme Regis

The Little White Sofa

The Master Smith of Lyme Regis

The Morning after the Revolution: Valparaiso

The Old Clothes Shop, Houndsditch

The Priest’s Lodging, Dieppe

The Red Glove

The Rose Scarf

The Sea

The Sea Shore, Dieppe

The Sea, Brittany

The Shop - An Exterior

The Shop Window

The Shore, Pourville

The Thames in Ice

The Violin Player

The White Symphony: Three Girls

The Yellow Room

Three Figures: Pink and Grey

Trouville

Unfinished Study of a French Girl

Variations in Blue and Green

Variations in Flesh Colour and Green: The Balcony

Variations in Pink and Grey: Chelsea

Variations in Violet and Green

Variations in Violet and Grey - Market Place, Dieppe

Venus with Organist

Violet and Blue: Among the Rollers

Violet and Blue: The Little Bathers, Perosquerie

Violet and Blue: The Red Feather

Violet and Rose: Carmen qui rit

Violet and Silver: A Deep Sea

Vision of Saint Luke (copy of Jules-Claude Ziegler)

Wapping

Zuyder Zee
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The Artists Niece

1849

Hunterian Art Gallery, Glasgow University

Painting - oil on paper
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A Fire at Pomfret

1850

Freer Gallery of Art , Washington DC

Watercolour
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