
      
         	
         
      

   
      
         
         
         
         
      

      
         
         
         
            
            
         

         
         
         
            
            
               The historical dictionaries present essential information on a broad range of subjects,
               including American and world history, art, business, cities, countries, 
               cultures, customs, film, global conflicts, international relations, literature, music,
               philosophy, religion, sports, and theater. Written by experts, all contain highly
               informative introductory essays on the topic and detailed chronologies that, in some
               cases, cover vast historical time periods but still manage to heavily feature more
               recent events.
               
            

            
            
               Brief A–Z entries describe the main people, events, politics, social issues, institutions,
               and policies that make the topic unique, and entries are cross-referenced for
               ease of browsing. Extensive bibliographies are divided into several general subject
               areas, providing excellent access points for students, researchers, and anyone
               wanting to know more. Additionally, maps, photographs, and appendixes of supplemental
               information aid high school and college students doing term papers or introductory
               research projects. In short, the historical dictionaries are the perfect starting
               point for anyone looking to research in these fields.
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         	ABILDGAARD, NICOLAI ABRAHAM (1743–1809)

         
         	
            Danish painter Nicolai Abraham Abildgaard worked in a proto-Romantic Neoclassicism, and his paintings are some of the first Romantic paintings in the Danish School of Painting. Abildgaard
               was born in Copenhagen to an antiquities scholar and draftsman with whom he received
               his initial training in art before entering the newly established Royal Danish Academy
               of Art in Copenhagen. There he studied with the painter Johan Edvard Mandelberg (1730–1786)
               and the sculptor Johannes Wiedewelt (1731–1802), who were both trained in Paris and
               Rome. Abildgaard’s early work reflects this classical approach to art, which he developed
               further during the five years he studied in Rome (1772–1777). There he traveled around
               Italy with fellow Danish painter Jens Juel, and both artists developed an interest in history painting and Greek and Roman antiquity.
            

            
            One of Abildgaard’s best-known and most dramatic paintings is his The Wounded Philoctetes, from 1775 (oil-on-canvas, Statens Museum for Kunst, Copenhagen). In this painting,
               we see a highly muscular nude warrior kneeling onto his left knee while massaging
               his wounded right foot. Philoctetes, a Greek hero in Homer’s Iliad and the subject of two plays written by Sophocles, carried with him the attributes
               of Heracles in recognition of the fact that he was the only warrior willing to light
               Heracles’s funeral pyre on his way to Troy. In one version of the story, he was bitten
               on the foot by a snake, and in Abildgaard’s painting, the contorted form and bold
               grimace of Philoctetes after the snake bite owes much to the Hellenistic sculpture of the Laocoön. The Laocoön is an ancient Greek three-figure sculpture group that
               shows a dramatic snake attack where large serpents twine around the bodies of Laocoön
               and his two sons, as punishment from the ancient gods. This marble sculpture was discovered
               in Rome in the Renaissance and was on public display in the Vatican collection from
               the Renaissance onward, where it was seen by most artists visiting Rome. Abildgaard’s
               sculpture also emphasized dramatic, exaggerated action in the form of sheer agony,
               a sentiment favored by Romantic artists who sought to demonstrate a high level of
               emotional involvement in their art. The close cropping of Abildgaard’s figure, together
               with the dark, monochromatic background, helped cultivate the sentiments of pain and
               entrapment, thereby providing a powerfully expressive work.
            

            
            Abildgaard’s later painting Socrates in Prison, from around 1794 (Carlsberg, New Carlsberg Glyptotek), reveals the same oppressive,
               dark space. In this oil painting, Socrates appears to be haunted by ghostlike figures
               barely formed in the background of his dark prison. The nightmarish quality of the
               work is similar in concept to Swiss Romantic artist Johann Heinrich Fuseli’s The Nightmare (1781; Detroit Institute of Arts); Abildgaard met Fuseli in Rome and painted a version
               of Fuseli’s Nightmare in 1800 now located in the Vestjaellands Art Museum in Denmark. Both Abildgaard and
               Fuseli were interested in Norse mythology, and their works are steeped in pre-Christian
               German mythology found in such literary sources as the Nibelungenlied and Beowulf. Abildgaard is therefore credited with being one of the earliest Danish painters
               of Nordic Romanticism. 
            

            
            When Abildgaard returned from Rome to Copenhagen in 1778, he was admitted to the Royal
               Academy as a history painter, and there he taught classically inspired painting, anatomy,
               and Greek mythology while continuing his own interests in Norse mythology. During
               this time, he produced illustrations for a newly published epic of Ossian as well
               as several paintings on the subject. One painting is his Ossian Sings His Swan’s Song, from 1785 (Statens Museum for Kunst, Copenhagen). Here we see a powerful, godlike
               figure steeped in tragedy, an image substantiated by the stormy, dark background of
               the work. Defiantly presented as a Moses-type figure, Ossian clutches a lyre, reaches
               to the sky, and appears to shout out to the viewer while his drapery swirls dramatically
               above his head. The story of Ossian, the Irish mythological narrator Oisín and son
               of the hero Finn, or Fingal, was first introduced outside of Ireland in 1760 with
               the Scottish poet James Macpherson’s publication of Fragments of Ancient Poetry Collected in the Highlands of Scotland, which initiated a widespread interest in Norse mythology across Europe. Five years
               later, Macpherson published The Works of Ossian, which included his earlier famous poem of Fingal. Thus, Ossian was seen as the Celtic
               counterpart to Homer and was the subject of paintings by many acclaimed French artists
               such as Anne-Louis Girodet-Trioson and Jean-Auguste-Dominique Ingres.
            

            
            Abildgaard’s importance today lies in his ability to link together classical history
               with regional pagan religious beliefs from northern Europe to form powerfully expressive
               narratives that anticipated Romanticism. His connection between emotion and spirituality
               is also found in the work of German Romantic painters including Philipp Otto Runge and Caspar David Friedrich. See also CARSTENS, ASMUS JACOB (1754–1798); DAHL, JOHAN CHRISTIAN CLAUSEN (1788–1857); ECKERSBERG, CHRISTOFFER WILHELM (1783–1853); KØBKE, CHRISTEN SCHIELLERUP (1810–1848).
            

            
            
               Nicolai Abraham Abildgaard, The Wounded Philoctetes (1775): Oil-on-Canvas, Statens Museum for Kunst, Copenhagen
                  

                  Wikimedia Commons PD—Art.

               

            

         

         
         	ACADEMICISM

         
         	
            Also called Academism or Academic art, Academicism is a style of painting, sculpture, and architecture that grew out of the powerful French Académie des Beaux-Arts and its school, the
               École des Beaux-Arts in Paris. The academy, or académie, as it was called in Paris, was a public art school model that emerged in the Renaissance
               based on Italian models and was expanded in the Baroque era with funds from the Royal
               Crown to provide for the education and social promotion of artists in a variety of
               disciplines. The art that resulted from this type of codified training is called “Academic
               art.” This competitive academic system of study was very hierarchical and favored
               design over color, consistent with the style of Neoclassicism. In order to hone their intellectual
               skills, students also had classes in geometry, perspective, anatomy, poetry, history,
               and geography. 
            

            
            The curriculum included a hierarchy of subject matter whereby history painting was
               the “grand genre” due to its inclusion of both religious images and political and
               allegorical narratives that glorified the monarchy. Portraiture was next in importance
               because of its aristocratic associations, followed by genre scenes, such as domestic
               interiors, still-life paintings, and landscapes, that were at the lowest level of importance. This scale of values was governed by
               the idea that man was the center of the world and that the quality most prized in
               art was imagination—a quality that gave greater emphasis to the intellectual rather
               than the manual or technical aspects of the profession. Imagination was considered
               to be expressed most effectively in history painting because it required an understanding
               of both literature and history, while religious art required morality, considered
               necessary for the depiction of an authentic religious experience. 
            

            
            Works by members of the academy could also be submitted to the annual Salon exhibition.
               The Salon exhibits, begun in 1664 in Paris, became annual events of such great popularity
               that they played an important role in molding public opinion about art. French Academy
               artists had historically controlled the important annual Salon exhibitions and received
               the most important commissions, but the establishment of similar academic institutions
               in major cities across Europe through the 18th and 19th centuries provided artists
               with a fuller range of art training outside Paris. By the late 19th century, many
               artists who trained in these academies aspired to paint in a “grand manner” of highly
               technical realism combined with an idealized beauty and a deep emotional content that
               was a synthesis of Neoclassicism and Romanticism and that can also be described as a form of historicism and syncretism.
            

            
            Perhaps the best-known Academic artist is William-Adolphe Bouguereau, whose style reflected a heightened sense of realism based on a level of exactitude
               related to an interest in positivism that developed in the 19th century, yet with
               a greater emphasis on idealism than on realism, which is what ultimately prevented
               these artists from being considered “modernists.” Many of Pierre Auguste Cot’s paintings also typify this style, seen in his Spring, or Le Printemps (1873; Metropolitan Museum of Art, New York), which shows two young lovers sharing
               a swing as they embrace in the sunlit opening of a forest setting. The realism seen
               here is tempered by a sentimentalized idealization that harks back to the Rococo.
            

            
            Alexandre Cabanel was Napoleon III’s preferred painter, and his Birth of Venus (1863; Musée d’Orsay, Paris) reveals a reclining nude Venus floating on the crest
               of a gentle ocean wave while surrounded by a group of floating putti. Cabanel’s Renaissance
               sources include Raphael’s Galatea fresco from 1512 in the Villa Farnesina in Rome, but Cabanel’s work is much more
               tactile, and therefore more sensual, in its fleshy exactitude. The French painter
               Jules Joseph Lefebvre also favored scenes of beautiful nude women, such as his La Vérité, or The Truth (1870; Musée d’Orsay, Paris), a painting that depicts a darker, more mystical setting
               where the nude, a female allegorical figure of Time, stands in counterpoise with her
               right hand raised up high, holding a circular disk with rays of light emanating from
               it. Her pose is very similar to that of the Statue of Liberty, that dates to roughly
               the same time period.
            

            
            Bouguereau argued that rather than favoring either color or line, as first codified
               in the Renaissance with the disegno-colore discourse and in the Baroque era with the poussiniste-rubeniste debate, an artist should view color and line as the same thing. Academic artist Thomas Couture argued further that color and line depended so much on one another that it would be
               impossible to suggest that one was more important. These ideas appear in the paintings
               of Jean-Léon Gérôme, one of the best-known Academic artists. Gérôme arrived in Paris in 1840 and studied
               with Paul Delaroche and then traveled to Italy with his instructor before returning to Paris to study
               with Delaroche’s successor, Marc-Charles-Gabriel Gleyre. Gérôme’s painting Pollice Verso (1872; Phoenix Art Museum) provided a romanticized view of the Roman gladiator events
               that have captivated people’s imaginations through time, and the gruesome aspects
               of such a violent scene arrive at the sublime in terms of emotional level. Gérôme was also interested in the exotic, as found in
               his numerous paintings of slaves and slave markets, a theme made popular by Eugène Delacroix. Gérôme’s Slave Market in Rome (1884; State Hermitage Museum, Saint Petersburg) exhibits a greater sense of realism,
               however, in the way the nude female slave is represented shamefully covering her own
               eyes as she is presented on a platform for the bidders to view. His Egyptian Revival painting Bonaparte before the Sphinx (1867; Hearst Castle, San Simeon, California) is a good example of the widespread
               interest in Egyptian art and culture introduced in Europe with Napoleon’s military
               conquest of Egypt in 1798.
            

            
            German painter Anselm Feuerbach, another leading Academic painter, first trained in Germany before entering the studio
               of Gustaaf Wappers in Antwerp, and then with Thomas Couture in Paris. In 1855, Feuerbach traveled to
               Italy, where he stayed until 1872 before his appointment in 1873 to the academy in
               Vienna. His poignant image of a classical subject in his Medea (1870; Neue Pinakothek, Vienna) combines classical and Romantic elements, common in
               Academic art. In the mid-19th century, Medea was a popular subject, and images focused
               on her role as an enchantress who murdered her own children in an act of revenge.
               The many conflicting and confusing stories of the life of Medea were a source of great
               interest among 19th-century artists. Here Feuerbach is known for his mastery of technique,
               as he understood the importance of both color and line in his painting in addition
               to a balance between restrained yet dramatic narratives. Academicism was important
               not only as a synthesis of the Neoclassical and Romantic styles but also in its anticipation
               of modernism through the kind of heightened realism called verism found in photography. See also AGASSE, JACQUES-LAURENT (1767–1849); ALMA-TADEMA, LAWRENCE (1836–1912); ART POMPIER; BEAUX-ARTS; BOULANGER, GUSTAVE CLARENCE RODOLPHE (1824–1888); BRIULLOV, KARL PAVLOVICH (1799–1852); CARPEAUX, JEAN-BAPTISTE (1827–1875); CHASSÉRIAU, THÉODORE (1819–1856); GARNIER, J. L. CHARLES (1825–1898); HAYEZ, FRANCESCO (1791–1882); PILOTY, KARL VON (1826–1886); VAFFLARD, PIERRE-ANTOINE-AUGUSTE (1777–1837); VERNET, HORACE ÉMILE JEAN (1789–1863); WATERHOUSE, JOHN WILLIAM (1849–1917).
            

            
         

         
         	ACHENBACH, ANDREAS (1815–1910)

         
         	
            See DÜSSELDORF SCHOOL OF PAINTING.
            

            
         

         
         	AESTHETIC MOVEMENT

         
         	
            The Aesthetic Movement, also called Aestheticism, emerged in the late 19th century
               as a philosophical movement that favored artistic values over moralizing issues or
               socio-political ideals. It was a design movement that encompassed all areas of the
               arts, including the visual arts, performing arts, and literature, and with its disregard
               for social values, it is often considered the British counterpart to the Decadence Movement in France, which was called the movimento decadentismo in Italy. Accordingly, it is a post-Romantic phase that is a reaction against the
               moralizing tendencies of the Victorian era and the ideas of John Ruskin. Proponents argued that art can just be beautiful, and it did not require a deeper
               meaning or spiritual message. Originating in England with the ideas of writer and
               art critic Walter Pater (1839–1894), the movement was formulated around the central
               theme of “art for art’s sake” and the idea that life should aspire to copy art, although
               the origins of these principles can be traced back to the Pre-Raphaelites and the proponents of the Arts and Crafts Movement.
            

            
            In literature, Oscar Wilde (1854–1900) and Algernon Charles Swinburne (1837–1909)
               were two of the main proponents of the Aesthetic Movement, while Swinburne’s friendship
               with Pre-Raphaelite painter Dante Gabriel Rossetti provided a link with the visual arts. Other artists connected to the movement include
               James McNeill Whistler, Aubrey Vincent Beardsley, and Edward Burne-Jones. Stylistically, the movement drew upon the major themes of the Arts and Crafts Movement
               that included a focus on organic forms, exotic animals such as peacocks, and other
               forms from nature as well as Japanese influences that emerged with the new trade routes
               that opened in Japan in the mid-19th century. The Aesthetic Movement reveals an overt
               sensuality and richness that is also implied in the Arts and Crafts Movement, but
               one important difference was that Aesthetic artists were not involved in the politics
               of the day, unlike the major proponent of the Arts and Crafts Movement, William Morris, who was deeply involved in the socialist movement in England. Perhaps these Aesthetic
               artists sought to separate their artistic contributions from the broader social issues
               and ills of the day in order to maintain the idea that art stood above daily life.
               See also ART NOUVEAU; MILLAIS, JOHN EVERETT (1829–1896). 
            

            
         

         
         	AGASSE, JACQUES-LAURENT (1767–1849)

         
         	
            Jacques-Laurent Agasse was a Swiss painter who worked in the landscape and animal genres. Born in Geneva, Agasse first studied painting in his home city before traveling to Paris to study animal anatomy at a veterinary
               school. After returning to Switzerland, Agasse met a wealthy English art patron who
               invited him to England, and by 1801, Agasse began to show his work at the annual Salon
               exhibitions in London, where he was primarily known as a horse painter. Although little
               is known of the specifics of his career, Agasse likely remained in London until his
               death, as a large portion of his paintings belong to private and public collections
               in England.
            

            
            One example of a traditional horse painting is his Francis Augustus Eliott, 2nd Baron Heathfield (1812; Royal Collection, London), which depicts a beautiful racehorse ridden by its
               aristocratic owner. Although this painting can be viewed as a traditional genre work
               that harks back to the Flemish Baroque and celebrates the aristocratic class through
               imperial associations with the horse, or eques, by Agasse’s time artists were able to depict more accurately the peculiar but graceful
               anatomy and proportions of the horse, the glossy coat and mane, and the elegant movement
               of the animal—and such images became immensely popular during this era.
            

            
            Scientific examinations of animals began to appear in the Renaissance, and artists
               were given the task of making lifelike visual records of both local and foreign plants
               and animals. An interest in exotic animals grew out of aristocratic animal collections,
               or menageries, that included animals given as gifts and maintained in captivity from
               the medieval era onward. The menagerie originally functioned as an expression of aristocratic
               far-reaching power and luxury, but by the 18th century, these royal collections were
               increasingly being made available to the public, either in public libraries, museums,
               or zoos. By the 1700s, encyclopedic records were beginning to be kept of such plants
               and animals, and great attempts were made to categorize them into groups so their
               characteristics could be more easily studied. Artists such as Agasse devoted their
               careers to the depiction of animals found in newly formed zoos and during travels
               to Africa, Asia, and the Americas.
            

            
            This interest in exoticism is itself considered a Romantic trait, and in this regard,
               Agasse’s images of lions, gnus, and giraffes conform to more than Academic romantic ideals. His Nubian Giraffe from 1827 (London, Royal Collection), for example, is a painting given to George
               IV by the Ottoman viceroy of Egypt. The animal was injured and his leg supported by
               a pulley system, but here Agasse depicts the beautiful animal standing gracefully
               on all four legs while reaching his long neck down toward his two Egyptian keepers
               and a third, unidentified, English gentleman. This animal was one of three giraffes
               sent to Europe from Egypt to be housed in the royal collection. By 1831, the animals
               in the menagerie in London were moved to the newly opened London Zoo in Regent’s Park.
            

            
            A second animal painting is Agasse’s oil-on-canvas painting White-Tailed Gnus (1828; Royal Collection, London). This image follows the traditional scientific formula
               in that it shows the animal from three separate angles so that the viewer can see
               the front, side, and back of the gnu. This type of image repetition was first introduced
               in the German Renaissance and is best known in the animal images of the artist Albrecht
               Dürer, who was equally fascinated by the plants and animals found around him as well
               as by the animal artifacts brought back to the Habsburgs from Hernan Cortes’s conquest
               of the Aztec Empire. Agasse is therefore part of a long-standing tradition of animal
               paintings used for both scientific and propagandistic purposes, yet his paintings
               also stand alone as beautifully observed and sensitively rendered works of art. See also AUDUBON, JOHN JAMES (1785–1851); BARYE, ANTOINE-LOUIS (1795–1875); GLEYRE, MARC-CHARLES-GABRIEL (1806–1874); LANDSEER, SIR EDWIN (1802–1873); REINAGLE, PHILIP (1749–1833); STUBBS, GEORGE (1724–1806).
            

            
         

         
         	AIVAZOVSKY, IVAN (1817–1900)

         
         	
            Russian artist Ivan Aivazovsky was a prolific painter during the late Romantic era.
               He was born in a coastal town in Crimea to Armenian parents who settled there to work
               as merchants; he studied at the Imperial Academy of Arts in Saint Petersburg, then
               the capital of Russia. Saint Petersburg, a port city on the mouth of the Neva River
               that leads to the Baltic Sea, was culturally important as the seat of the Imperial
               court, and many Russian artists moved there to complete their training. Catherine
               the Great (1762–1796) commissioned construction of the academy, completed in 1789
               with an elegant stone wharf facing the Neva that featured a pair of ancient Egyptian
               sphinxes brought from Egypt. The academy was a powerful branch of the government where
               its rector worked directly with the imperial ruler to shape art culture across all
               of Russia by fully funding its educational mission, sending artists to study abroad,
               and overseeing the royal art collection now located at the Hermitage Museum. The academy
               originally championed the Neoclassical style, but by the mid-1800s, a new generation
               of painters working there introduced a highly emotional, realistic style generally
               considered late Romantic.
            

            
                 In 1833, Aivazovsky arrived in Saint Petersburg to begin his art studies with
               Maxim Vorobiev, a Romantic landscape painter, and he also studied battle-scene painting. After graduating,
               he traveled across Europe in the 1840s, sponsored by the academy, and lived in Italy
               a few years while he exhibited across Europe, including an exhibition at the Louvre
               Museum in Paris. The English painter Joseph Mallord William Turner wrote a eulogy to one of Aivazovsky’s moonlight harbor scenes, The Bay of Naples on a Moonlit Night. News of his success arrived in Russia, and in 1844, he returned home to accept an
               appointment as the official imperial painter of the Russian navy. This important position
               gave Aivazovsky access to the royal family and elite rulers who oversaw the military.
               The Russian navy had been founded in 1696 under Peter the Great, who sought to establish
               Russia as a powerful empire link to western Europe through modern ideas influenced
               by science and the Age of Enlightenment. During this time, Aivazovsky attended military
               training sessions that allowed him to paint dramatic seascapes and battle pieces,
               although he also painted some portraits and historical scenes. He completed around 6,000 paintings throughout his long career,
               and he exhibited his works in Europe and the United States. 
            

            
            The Ninth Wave is a large oil-on-canvas seascape (87 x 131 inches), done in 1850 and located in the
               State Russian Museum in Saint Petersburg. This painting, perhaps his most famous work,
               shows a stormy sea where large, frothy waves lap up to imperil the tattered wood remains
               of a ship, with six people clinging desperately to each other. The wood is in the
               shape of a cross, and two figures throw their hands into the air while looking into
               the sky as if begging for divine intervention. The sun is rising on the horizon, filling
               the sky with orange and yellow light that glints off the green sea. The people have
               clearly been struggling all night, and now the sun illuminates their predicament.
               The title of the painting refers to the succession of larger and larger waves that
               surround them. 
            

            
            His 1870 painting Evening in Cairo shows both his interest in the waning light of the evening and his depiction of exotic
               locations visited throughout his life. Here people gather in a public square at a
               hilltop location next to a stone building to observe the dying light of day as the
               deep yellow sun begins to sink in the sky. The orange light of early evening illuminates
               the city below, where a mosque rises above the skyline dotted with palm trees. Long
               shadows stretch across the square as people stand in groups chatting and gazing into
               the distance. In 2015, this painting, with an estimated worth of $2–$3 million, was
               withdrawn from a Sotheby’s auction when it was discovered that it had been stolen
               from a private family in Moscow.
            

            
              Aivazovsky preferred to work in his hometown of Feodosia with his family rather
               than in Saint Petersburg, where he was given a noble title and teaching position at
               the academy. He also worked in Paris and was the first foreign artist to receive the
               French Legion of Honor, a military honor established by Napoleon. His later travels
               to Egypt, Turkey, and Armenia provided his works with a repertoire of exotic imagery
               popular across Europe and in the United States, where he traveled in 1892, at the
               age of 75, to visit Washington, D.C., and Niagara Falls. His final paintings focused
               on the brutal massacre of Armenians by the Ottomans, and toward the end of his life,
               he threw away his medals of honor given to him by the Ottoman sultan and returned
               to his hometown of Feodosia where, through his generous patronage, the city established
               a port, railway, and drinking water. See also BRIULLOV, KARL PAVLOVICH (1799–1852); PAINTING; TROPININ, VASILY (1776–1857); VENETSIANOV, ALEXEI GAVRILOVICH (1780–1847).
            

            
            
               Ivan Aivazovsky, The Ninth Wave (1850): Oil-on-Canvas, State Russian Museum, Saint Petersburg
                  

                  Wikipedia Commons—Google Art Project.

               

            

         

         
         	ALLSTON, WASHINGTON (1779–1843)

         
         	
            American Romantic painter and poet Washington Allston was born outside of Georgetown,
               South Carolina, and went on to create a dramatic style of landscape painting, often with a display of strong weather patterns and solemn, moonlit evening landscapes. After Allston attended Harvard College, he went to England in 1801 and was admitted
               to the Royal Academy of London, which was currently under the directorship of fellow
               American Neoclassical painter Benjamin West (1738–1820). For five years, Allston traveled across Europe,
               remaining for several years in Italy. There he met Washington Irving (1783–1859),
               the American Romantic writer best known for his stories “The Legend of Sleepy Hollow”
               and “Rip Van Winkle.” Allston was also friends with the poet Samuel Taylor Coleridge
               (1772–1834), who, together with William Wordsworth (1770–1850), were leaders of the
               English Romantic movement in literature. After living in London for several years
               and publishing some poetry, Allston returned to the United States after the death
               of his wife and settled in Cambridge, Massachusetts, for the remainder of his life.
            

            
            His painting titled The Flight of Florimell (1819; Detroit Institute of Arts) shows a scene from Edmund Spenser’s epic poem The Faerie Queene, first published in part in 1590. The symbolic epic tells the tale of several different
               knights and their Christian virtues, in the manner of King Arthur. Thus, these stories
               romanticize the late medieval feudal era when such tales were first written down, most famously in The Golden Legend, where the character of Saint George among other Christian knights became fully formed.
               In this painting, we see the beautiful female hero Florimell fleeing on her white
               horse while she looks back behind her in apprehension. Two knights appear in the background
               of the thick, northern European forest. Hearing that the knight Marinell, whom she
               loves, is wounded, Florimell sets out to save him and is ultimately captured. Allston
               aptly creates a dramatic narrative that moves from the viewer’s right to left to show
               the image of a beautiful, pure, virtuous woman in flight, leaving to fight for the
               love of a man despite the dangers that lie ahead. By orienting the movement from right
               to left rather than the traditional direction in which we are accustomed to reading,
               Allston creates a tension in the viewer while carefully balancing the sentiments of
               confidence and fear in this work.
            

            
            Other paintings by Allston include his Italian Landscape (1828–1830; Detroit Institute of Arts), which reveals a pastoral landscape so popular
               in Europe during this time. Here we see one tree centered in the work, stretching
               up to the sky yet curving ever so gently downward to suggest a slight movement. Allston’s
               painting Rising of a Thunderstorm at Sea (1804; Museum of Fine Arts, Boston) contrasts this quiet image with a more dramatic
               depiction of the awesome power of nature at sea. Boats fight to keep upright in the
               churning ocean water as the darkened sky opens up to a red light beyond. With these
               paintings, Washington Allston suggests, as did Wordsworth, Ralph Waldo Emerson (1803–1882),
               and other transcendental writers, that there is a mystical source of awareness that
               transcends what we normally acquire through our reason and our senses. Thus, he was
               able to create a visual parallel to the Romantic, transcendentalist movement in American
               literature. See also AMERICAN TRANSCENDENTALISM.
            

            
         

         
         	ALMA-TADEMA, LAWRENCE (1836–1912)

         
         	
            Lawrence Alma-Tadema was a Dutch painter who established his career in England, where
               he painted romanticized images of the Roman Empire, medieval (Merovingian) legends,
               and scenes from Egypt and other exotic locations. He was one of the most highly paid
               painters in England and was closely tied to the Pre-Raphaelites. He first trained at the Royal Academy of Antwerp, after abandoning his planned career
               in law due to an illness. In 1858, he settled in Antwerp and completed his first mature
               painting, The Education of the Children of Clovis (1861; oil-on-canvas, private collection). This work shows a Merovingian story of
               Queen Clotilde, the wife of King Clovis, teaching her children how to throw an ax.
               Clovis, who converted to Christianity, united the Frankish tribes and left four sons
               to carry on his rule. In this painting, soldiers and monks stand around the courtyard
               interior, while Clotilde, seated on a throne, watches her children practice their
               aim. 
            

            
            Alma-Tadema was very interested in Merovingian history in the region of Gaul in Northern
               Europe; he painted these historical narratives in the Academic style, with a highly realistic scene created with small, tight brushstrokes for visual
               accuracy and a soft, luminous surface that reveals a nostalgic interest in the past,
               a main characteristic of Romanticism. The painting was exhibited in Antwerp that year
               and initiated Alma-Tadema’s fame. Alma-Tadema also became interested in Egyptian culture
               early in his painting career, as seen in his Egyptian Chess Players (1865; oil-on-panel, private collection). Here he imagines an ancient domestic scene
               of two men and a woman, dressed in what he imagined to be ancient Egyptian clothing,
               seated on the ground playing a game of chess. Although Alma-Tadema carefully studied
               each culture he depicted, it is clear that this romanticized painting was a scene
               imagined by a European artist looking at a foreign culture from the outside. 
            

            
            Alma-Tadema married in 1863, and he and his wife traveled around Europe, where he
               developed an interest in ancient Rome. His wife died of smallpox six years later,
               and Alma-Tadema then moved to England with his two young daughters and married the
               young English painter Laura Epps. Epps became Alma-Tadema’s muse, and he frequently
               depicted her in sensual images and luxuriously decadent settings from Roman antiquity.
               Alma-Tadema visited Italy regularly, where he also became interested in Pompeii, a
               tourist destination for English travelers on the Grand Tour. A Favorite Custom (1909; oil-on-wood, Kaohsiung Museum of Fine Arts, Taiwan), is a late work showing
               the baths of Pompeii, where two nude young women bathe in a marble pool of clear water,
               playfully splashing each other in the cold water while women in the background dry
               off, change their clothing, and socialize in an elegant white marble bath house imaged
               from antiquity. Alma-Tadema used photographs of ancient Roman ruins, which he painted
               with luxurious marble and gilded details. Wildly popular during his life, Alma-Tadema’s
               reputation waned as Academic styles gave way to more socially progressive art of the
               late 1800s. See also BOUGUEREAU, WILLIAM-ADOLPHE (1825–1905); CABANEL, ALEXANDRE (1823–1889); COUTURE, THOMAS (1815–1879); EGYPTIAN REVIVAL; GÉRÔME, JEAN-LÉON (1824–1904); ORIENTALISM; PAINTING.
            

            
         

         
         	AMERICAN TRANSCENDENTALISM

         
         	
            Transcendentalism in America was formed in New England in the early 19th century and
               focused on infusing literature, philosophy, and religion with a more intuitive sense
               of spirituality that was thought to “transcend” physical matter and scientific interests.
               At the time, these ideas went against the theology taught at Harvard Divinity School,
               which focused on Unitarian beliefs. Ralph Waldo Emerson (1803–1882), Henry David Thoreau
               (1817–1862), and Margaret Fuller (1810–1850) are the best-known American proponents
               of Transcendentalism. In particular, Emerson’s 1836 publication of his essay “Nature”
               meditates on how one can engage with nature more intuitively and innocently, as everything
               encompasses divinity, and therefore it is not necessary to learn to appreciate nature
               through man-made institutions. These ideas were expanded upon by Thoreau in Walden. 
            

            
            The idea that one can find truth in nature is an idealist and theoretical viewpoint,
               but rather than conflicting with scientific practice, transcendental views confirm
               scientific beliefs, as scientific inquiry often originates in intuition. Emerson further
               argued, in his lecture titled “The Transcendentalist,” that Transcendentalism was
               impossible to achieve in its entirety, as history provides no precedent. The German
               idealism of philosophers such as Immanuel Kant (1724–1804) is considered the source
               of American Transcendentalism and would have been known to the American transcendentalists
               via English Romantic writers like William Wordsworth (1770–1850). Thus, many American
               Romantic artists such as Washington Allston, known as both a writer and a painter who worked first in Italy, then in England,
               and finally back in the United States, were also influenced by the ideas of the American
               transcendentalists, as was the Luminist painter Fitz Hugh Lane.
            

            
         

         
         	ANCIENTS

         
         	
            See BLAKE, WILLIAM (1757–1827).
            

            
         

         
         	ANGERS, PIERRE-JEAN DAVID D’ (1788–1856)

         
         	
            French sculptor Pierre-Jean David, called David d’Angers, was born to a stone carver
               in Angers in 1788 and arrived in Paris at the age of 18 to begin his career first
               in the sculpture studio of Philippe-Laurent Roland (1746–1816) and then in various painting studios, including that of Jacques-Louis David. After receiving the prix de Rome in 1811, David d’Angers studied in Rome from 1811 to 1816 where he was introduced
               to ancient sculpture and Neoclassical ideas as expressed primarily in the work of
               Italian Neoclassical sculptor Antonio Canova (1757–1822). By this time, however, Neoclassicism was decades old, and practitioners of this style worked in either a late Neoclassical
               linear realism for the still-flourishing dilettante market.
            

            
            Five years later, d’Angers found Paris in flux and traveled to London, where he was
               denigrated as a relative of the now-discredited painter David, and so he returned
               to Paris to open what became a prosperous sculpture studio. D’Angers was known for
               his vigorous realism, as seen in his portraits of Armand Carrel, Georges Cuvier, François Arago, and Thomas Jefferson, all located
               in the Louvre Museum in Paris. Although these works are classically inspired, the
               sitters wear contemporary clothing rather than classical garb. 
            

            
            In 1826, d’Angers became a professor at the École des Beaux-Arts and established himself
               as a prolific portrait artist, creating more than 500 plaster portrait medallions.
               In 1827, he carved Greek Girl Mourning as a gift to Greece to be placed on the funerary monument of the Greek revolutionary
               hero Markos Botzaris, who died in the Greek War of Independence in 1821. Here, carved
               in a late Neoclassical, highly sentimental style, we see a young child, symbolic of
               youth and innocence, seated on the tombstone reading the inscription of Botzaris’s
               name. The monument is in Messolonghi, Greece, while a copy of the original is located
               in the National Historical Museum in Athens.
            

            
            Churches in Paris during this era were undergoing a secularization that required a
               shift in iconography, and accordingly, d’Angers was commissioned in 1830 to create
               a new triangular pediment for the Panthéon in Paris that commemorated heroes of the
               French Revolution. D’Angers’s pediment includes allegorical figures of Patria flanked by Liberté and Histoire surrounded by French cultural figures, while the opposite pediment focuses on French
               military heroes centered on the figure of Napoleon. Commissioned by King Louis-Philippe,
               the program sought to cultivate national pride at the onset of his constitutional
               monarchy. In 1837, d’Angers carved the dramatically realistic standing figure Wounded Philopoemem (Louvre Museum, Paris), who wears the feathered helmet characteristic of the art pompier  style. Such commissions reveal the end of Neoclassicism and the establishment of
               Romanticism. In his final years, D’Angers was imprisoned during the 1848 Revolution
               and moved to Brussels in exile before returning to Paris in his old age.
            

            
         

         
         	ARCHITECTURE

         
         	
            Romantic architecture was formed around either a historicized interest in past styles of bygone eras; a vernacular, picturesque style; or a style that expressed interest in exoticism. Various revivalist movements,
               many from the medieval era, as well as an interest in local, vernacular building types, and more exotic,
               foreign designs created the varied architectural styles of Romanticism. Revivalist
               styles include the widely popular Gothic Revival as well as the classically inspired Classical Revival, also called Romantic classicism, which included the Empire style and Greek Revival,
               both a late expression of Neoclassicism. The Tudor Revival and Arts and Crafts Movement also reveal an interest in rural domestic architecture that was central to the Romantic
               architectural aesthetic, while the later Beaux-Arts style was an eclectic mixture of numerous historical styles from the Renaissance onward
               that generated more monumental public buildings and wealthy estates.
            

            
            The Gothic Revival, the earliest and most widespread revivalist architectural movement
               of Romanticism, began in England in the 1740s and reflected an interest in reviving
               architecture from the late Middle Ages, while Romantic classicism grew out of Neoclassicism
               that flourished in the mid-1700s. Both movements had many variants across Europe and
               the United States, and architects often worked in both styles. This revivalist interest
               is a nostalgic inclination inspired by old buildings that are abandoned to the passing
               of time, crumbling with the overgrowth of vines and ivy, that represent in material
               form vanquished cultures and ancient history. This type of historical interest began
               in the Renaissance, where it was focused on ancient Roman culture and grew through
               the subsequent Baroque and Neoclassical eras to include medieval culture. The Gothic
               Revival originated in England and is seen in the buildings of Augustus Welby Pugin, Charles Barry, Charles Butterfield, Thomas Rickman, Anthony Salvin, Alfred Waterhouse, George Gilbert Scott, and George Edmund Street, while Richard Upjohn was the major proponent in the United States, and the style was theorized by John Ruskin and Eugène Viollet-le-Duc. Classical revivalist movements in England include the Second Empire (1860–1880)
               and its French counterpart, the Napoleon III style that developed during the Second
               French Empire of Napoleon III, who ruled from 1852 to 1870. In Germany, late Neoclassicism
               continued into the 19th century with the work of Karl Friedrich Schinkel.
            

            
            While much of the Gothic Revival architecture is ecclesiastical, a more mainstream
               and populist medievalist style of domestic architecture that originated in England
               and spread to the United States is the carpenter Gothic style that included stone
               construction and Gothic-inspired stone tracery and other picturesque cottage-inspired
               details, which was then translated in the United States into a Victorian wood home style that included board and batten construction as well as elaborate latticework
               wood detailing called gingerbread. This Victorian variant is called the American Gothic,
               and the brightly colored versions are sometimes called the “painted ladies.” Folk styles and shingle styles
               include regional variants such as the Stick and Eastlake styles (the latter named
               after Charles Locke Eastlake), the modified Queen Anne, and the Italianate or Second Empire styles.
            

            
            Victorian architecture, which developed in Great Britain during the rule of Queen
               Victoria in England (1837–1901), encompassed all these revivalist and historical styles.
               Victorian architecture expanded beyond the Greek Revival style of late Neoclassicism
               to include a Romanesque revival style called the Richardsonian Romanesque, a Renaissance
               revival style with either Italian Renaissance elements called the Italianate style,
               or with English Renaissance elements called the Jacobethan style, which referred specifically
               to the era of James I of England (1603–1625). The Tudor Revival, from the mid-19th
               century through the early 20th century, was also called the mock Tudor or Tudorbethan
               style, and it reflected a revival of the architecture specifically of the Tudor period
               in England (1485–1603), while the Queen Anne style is a revival of a heavier Baroque
               style of architecture found in England during the rule of Queen Anne (1702–1714).
               English Tudor Revival architects include George Devey and Richard Norman Shaw. In France, this late 19th-century eclectic approach to architecture is found in
               the Beaux-Arts style of Charles Garnier in Paris, and the Gilded Age architecture in the United States, such as the wealthy
               country homes by Richard Morris Hunt, is an American interpretation of the Beaux-Arts style.
            

            
            Exotic architecture, which features an eclectic use of architectural elements drawn
               from various countries foreign to the European aesthetic, was also popular during
               the 19th century, mainly in England, which was the largest colonizer in Europe. Such
               aesthetics were encountered via travel for the purpose of trade, study, war, and colonization,
               and the epicenter of this interest was in England. John Nash is the best-known architect to employ a variety of Moorish, Indian, and Gothic elements
               in the Royal Pavilion at Brighton, built in 1815–1822 for the prince regent of England
               in a style often called the Moorish Revival.
            

            
            Finally, the 19th century concludes with the Arts and Crafts Movement, which originated
               in Great Britain in the 1880s through 1910s and then spread to the United States;
               it is also linked to the French turn-of-the-century Art Nouveau and the later American Art Deco style of the early 20th century. These styles represented
               a desire to turn away from the mechanized, mass construction of the industrial era
               sparked by the Industrial Revolution and favored traditional craftsmanship and the
               use of local wood. The best-known architects working in this style include William Morris and Charles Francis Annesley Voysey, while the style, with its strong revivalist tendencies, is sometimes interpreted
               as the architectural counterpart to the Pre-Raphaelite painting movement.
            

            
            Thus Romantic architecture of the 19th century is a fascinating mixture of design
               principles that draw upon a diverse set of interests from classicism to other historical
               and regional styles as well as design elements imported from places outside of Europe
               that were beginning to be visited as the Grand Tour route and trade routes expanded
               across the Near East and Far East and into Africa and the Americas. See also BROWN, LANCELOT “CAPABILITY” (1716–1783); MILLER, SANDERSON (1716–1780); WALPOLE, HORACE (1717–1797); WYATT, JAMES (1746–1813).
            

            
         

         
         	ART NOUVEAU

         
         	
            Art Nouveau is a style of art and architecture found in the last decade of the 19th century and the first decades of the 20th century.
               Originating in Paris and Belgium, the German version of the style was called Jugendstil; in Italy, it is the Stile Liberty, and in Vienna, the regional version was called the Vienna Secession style. Seen
               as a reaction against the spare, classically inspired Academic art of the 1880s and 1890s, Art Nouveau is characterized by a highly organic design
               with floral patterns and curvilinear forms. Although the style was short-lived, it
               was tremendously influential across Europe and was related to the Aesthetic Movement, Symbolism, and the Arts and Crafts Movement, all of which sought to assert organic, craft-inspired imagery over mechanized production
               and decoration over spare, modern styles. See also BEARDSLEY, AUBREY VINCENT (1872–1898); MORRIS, WILLIAM (1834–1896); WHISTLER, JAMES ABBOTT McNEILL (1834–1903).
            

            
         

         
         	ART POMPIER

         
         	
            The term l’art pompier first appeared in the late 19th century and means “fireman’s art,” but the word pompier also serves as a double pun on the word Pompéin, which means “from Pompeii,” and the French word for pompous, pompeux. Accordingly, l’art pompier was a negative designation for the kind of large-scale Academic art produced in the mid-19th century that featured exaggerated emotions and costumes.
               The ceremonial plumed helmets worn by firemen in public parades, which were similar
               to both Greek allegorical helmets such as that worn by Mercury and to Napoleonic military
               helmets, were the symbolic manifestation of this style, which was thought to exemplify
               the worst attributes of bourgeois culture. Although this terminology and its related
               style has been avoided through the 20th century, it is currently enjoying a resurging
               interest. Artists who painted in this style include William-Adolphe Bouguereau, Alexandre Cabanel, and Thomas Couture.
            

            
         

         
         	ARTS AND CRAFTS MOVEMENT

         
         	
            The Arts and Crafts Movement of the late 19th and early 20th centuries was an aesthetic
               movement of architecture and design found first in England in the 1880s and then in the United States and
               other countries through the next three decades. It grew out of the Romantic era and
               is characterized by an emphasis on a nostalgic view of traditional craftsmanship seen
               in opposition to the growing mechanized work of the Industrial Revolution and a general
               unhappiness with the machine aesthetic introduced at the enormously influential London
               Great Exhibition of 1851 that was attended by about one-third of the population of
               England. The Arts and Crafts style is therefore organic yet simple, and it was meant
               to conform to the notion of a truthfulness in materials, whereby materials appropriate
               to their function should be used and not disguised. Arts and Crafts buildings often
               took inspiration from rural, vernacular, and domestic buildings.
            

            
            The movement was formulated based on the social ideas of John Ruskin and is therefore related to the Pre-Raphaelite Brotherhood. However, rather than featuring the romanticized styles of various historical time
               periods, the Arts and Crafts Movement celebrated the craftsman’s handiwork and individual
               skill in a more modern context, while various forms of Medievalism, including the Gothic Revival and the ideas of Augustus Welby Northmore Pugin, certainly influenced the Arts and Crafts Movement. Thus, the movement included architecture,
               decorative arts, interior designs, and garden designs, most notably the cottage garden
               design, and major figures include English architect and interior designer William Morris and Scottish architect Charles Rennie Mackintosh (1868–1928), who also worked in the
               Art Nouveau style.
            

            
            Mackintosh was born in Glasgow, where he first attended public school and then studied
               at the Allan Glen Institution. In 1890, he won a scholarship to travel to Rome. Upon
               his return to Glasgow, he entered the architectural firm of Honeyman and Keppie where
               he had been working as an apprentice. Most of his commissions were in Glasgow, which
               was an important shipbuilding city established during the Industrial Revolution, and
               the city therefore had a large number of wealthy merchants interested in the new style
               that infused a handmade appearance with Japanese influences and a modern, streamlined
               style. Hill House is Mackintosh’s most famous work. Constructed from 1902 to 1904
               in Helensburgh, Scotland, for the wealthy publisher Walter Blackie, the country estate
               is created in a picturesque, asymmetrical style that blends in with its surrounding environment, while the interior
               reveals a spare, clean, yet organic style of furnishings and textiles.
            

            
            The era of Romanticism, which has no firm end, can be understood as the foundation
               for a variety of post-Romantic modern developments such as the Arts and Crafts Movement,
               which was quickly followed by the American craftsman style, as expressed in the designs
               of American designer Gustav Stickley (1858–1942), who championed the idea of organic
               architecture that resonated through the early 20th century. In Europe, the Vienna
               Secession, De Stijl, and many other modern architectural movements can trace their
               roots to the Arts and Crafts Movement. See also AESTHETIC MOVEMENT; BEARDSLEY, AUBREY VINCENT (1872–1898); BURNE-JONES, EDWARD (1833–1898); DEVEY, GEORGE (1820–1886); HISTORICISM; SHAW, RICHARD NORMAN (1831–1912); TUDOR REVIVAL; VOYSEY, CHARLES FRANCIS ANNESLEY (1857–1941).
            

            
         

         
         	AUDUBON, JOHN JAMES (1785–1851)

         
         	
            John James Audubon is one of the best-known scientific naturalists in United States
               history. Audubon was born in the French city of Les Cayes in Haiti to parents who
               owned a sugar plantation. His mother died when Audubon was an infant, and he was raised
               by his father’s maid and mistress. The family returned to France in 1788 after a slave
               rebellion convinced his father to sell the family plantation. Audubon lived with his
               family in Nantes until he was 18, at which point he sailed for the United States in
               order to avoid the Napoleonic Wars, and he worked in the family lead-mining business
               in Pennsylvania. His interest in birds grew during this time, and he made sketches
               as often as he could, even after he settled in Henderson, Kentucky, where he became
               a prominent merchant working along the Mississippi River.
            

            
            Prior to the advent of photography, many artists were hired to create sketches and
               paintings of diverse flora and fauna in order to classify and study them and make comparisons
               from one geographical area to another. This more scientific interest in the natural
               world ultimately had its origins in antiquity, but it appeared for the first time
               in the Western world during the Renaissance. Leonardo da Vinci (1452–1519) claimed
               to be both an artist and a scientist based on his direct observation of nature, which
               included studies of water patterns, birds in flight, and some of the earliest pure
               landscapes in art. Scientific illustration expanded dramatically through the subsequent Baroque
               era, with a profusion of botanical prints and images of animals, seen from various
               viewpoints, appearing next to more traditional works of art. In the 18th century,
               the desire to categorize and classify such systems was more pronounced, and encyclopedic
               projects that sought to classify all aspects of the known world were initiated from
               the mid-century onward.
            

            
            In Europe during this time period, these animal studies gradually took the form of
               romanticized paintings such as those created by Jacques-Laurent Agasse in London, who painted a number of “exotic” animals held in menageries, the precursors
               of the modern zoo. Audubon brought this artistic interest to America, where he was
               most concerned with documenting the plants and animals specific to this continent
               with the purpose of creating a complete collection of images of birds found in America,
               illustrated in their natural habitat. Thus, the publication of his The Birds of America, completed in 1839, is one of the earliest of such scientific manuals in the United
               States.
            

            
            Audubon’s watercolor and graphite image A Common Grackle was made for this publication, and the original is in the New York Historical Society
               in New York City. Here we see two of these birds, one facing left and the other facing
               right so the viewer can see the bird at two angles, while one bird has its feathers
               spread out slightly to give a variant image of its feather patterns. Both birds are
               resting on a stalk of corn, upon which they appear to be feasting. By using both watercolor
               and drawing, Audubon was able to provide a realistic linear image with the specificity
               of visual detail needed for such scientific interests as well as the soft coloring
               of the natural surroundings. At the same time, Audubon’s images demonstrate a strong
               aesthetic component, with a harmonious use of colors and a compositional balance within the arrangement of his animals. His studies can
               therefore be appreciated by scientists and art students alike.
            

            
            Many of Audubon’s images were copied by printmakers, including the English-born American
               artist Robert Havell Jr. (1793–1878), who used a hand-colored aquatint process to
               make less expensive copies of Audubon’s works for the public. While Audubon is best
               known for his individual prints that were widely sold, he continued his scientific
               studies on animals and also published a multivolume study on the mammals of America
               titled The Viviparous Quadrupeds of North America (1840–1850s). Both his technique and aesthetic remain popular in animal images today. See also BARYE, ANTOINE-LOUIS (1795–1875); LANDSEER, SIR EDWIN (1802–1873); REINAGLE, PHILIP (1749–1833); STUBBS, GEORGE (1724–1806).
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         	BARBIZON SCHOOL

         
         	
            The Barbizon School refers to a group of artists who gathered in the town of Barbizon,
               near the forest of Fontainebleau outside Paris, where they sought to establish a more
               realistic form of landscape painting. The movement dates from around 1830 to 1870 and developed out of a desire to move
               away from the more subjective emotional qualities of Romanticism and create what they
               considered a more objective approach to nature. Most Barbizon School artists focused
               their subjects on rural genre scenes, and instead of imbuing their images with dramatic
               contrasts of light and dark, bold emotional explorations, and other aspects of Romanticism,
               these artists sought a more restrained and noble view of simple, rural life. Thus,
               although most of them were trained by Neoclassical and Romantic artists, they anticipated the modern, social ideals of the Realist Movement.
            

            
            French artists include Gustave Courbet (1819–1877), whose painting of backbreaking
               labor titled The Stone Breakers (1849; formerly in Dresden, now likely destroyed) established the connection with
               social realism in his subject that turned the art viewer’s attention to the hard work
               of manual labor. Poor people who could not pay their bills were often sent out into
               the countryside to break stones, and many of them lost their lives in this line of
               work. Other proponents of the Barbizon School include Jean-Baptiste-Camille Corot
               (1796–1875) and Jean-François Millet (1814–1875). Millet’s painting The Gleaners (1857; Musée d’Orsay, Paris) depicts a quiet scene of three peasant women working
               in the golden fields during the harvest season. Unlike Courbet’s scene of stone breakers
               working on jagged rock, these women, who also hunch down to work, exude a sense of
               nobility as their forms dominate the gentle landscape. These artists focused their
               subjects on such mundane, everyday tasks to provide them with the same level of importance
               as the dramatic historical narratives and royal subjects promoted in the curriculum
               of the Royal Academies. See also ROUSSEAU, PIERRE-THÉODORE-ÉTIENNE (1812–1867).
            

            
         

         
         	BARDUA, CAROLINE (1781–1864)

         
         	
            Caroline Bardua is a rare example of a female artist during this era able to support
               herself as an independent artist. Many women learned to paint as part of the well-rounded
               education of the noble class, but Bardua was from a middle-class family, and even
               though women were prevented from receiving the same academic training as male artists,
               she and several other female artists were able to establish careers in Germany during
               the Romantic era. Bardua was the daughter of the personal valet of the Duke of Anhalt-Bemburg,
               who lived in Ballenstedt in the German region of Saxony-Anhalt, where Bardua was born.
               Her father’s career in the ducal court provided her with educational connections,
               and she began drawing studies with a local artist in Weimar, where she met Johann Wolfgang von Goethe. She then studied with Gerhard von Kügelgen, a professor of portraiture and history painting at the Dresden Academy of Fine Arts; there she met another student,
               Caspar David Friedrich, while she worked as an apprentice copying well-known paintings. Bardua’s sister
               was a well-known singer, and after completing their education, the women moved to
               Berlin, where Bardua gained portrait commissions and earned enough money to support
               herself while the women became known for their intellectual social life. Her portrait
               commissions in Berlin initially rivaled those of Friedrich Wilhelm Schadow, but he eventually gained the upper hand; Bardua’s commissions dwindled until she
               had to leave Berlin, unable to earn a living there. She and her sister moved around
               Germany as traveling artists, earning a modest living that allowed them financial
               independence. Neither one ever married. Later in life, Bardua’s sister published a
               biography of their life together, titled Das Jugendleben der Malerin Caroline Bardua, which was published in 1874, 10 years after both women had died. 
            

            
              Bardua’s portraits demonstrate strong drawing skills, seen in her Self-Portrait with a Lute from 1822 (drawing, Kügelgenhaus Museum der Dresdner Romantick, Dresden). In this
               unfinished torso portrait, Bardua carefully delineated her face with dark ringlet
               curls that fall across her forehead and down the sides of her face. She tilts her
               head and stares out of the drawing with an expression of longing so typical of Romantic
               emotion. Her head rests on the neck of a lute that she grasps in both hands. Here
               she has chosen to link her identity to music, which was traditionally closely connected
               to painting, rather than showing herself in front of an easel holding a paint brush,
               which was a more common artistic self-portrait. This musical connection also alludes
               to her sister’s profession and highlights their social aspirations in the salon culture
               of Germany during this time, where the elite were educated in music, art, poetry,
               literature, and philosophy. 
            

            
            A portrait of Johanna and Adele Schopenhauer (1806; oil-on-canvas, Klassik Stiftung, Weimar) depicts Johanna Schopenhauer, a writer
               who was the first female to publish books without having to use a male pseudonym,
               and who led an intellectual salon in Weimar frequented by Goethe as well as the brothers
               August Wilhelm (1767–1845) and Karl Wilhelm Friedrich (1772–1829) Schlegel, who were
               German philosophers instrumental in the establishment and advancement of Romanticism
               through their journal Athenaeum. Her son was Arthur Schopenhauer, and her daughter Adele, shown in this portrait, never married but instead participated
               in her mother’s intellectual and social life, moving around with her mother until
               they lost their inheritance. This realistic portrait is an interesting depiction of
               Johanna as a painter, with the same dark, curly hair seen in Bardua’s self-portrait
               drawing. She wears an elegant white dress in the Neoclassical style, with a yellow
               satin drape over her lap, which was not the type of clothing typically worn by a painter
               but by a wealthy woman posing as an artist. She holds a palette and paintbrushes in
               her left hand, while reaching up to paint with her right hand onto an easel that is
               tilted away from the viewer. Behind her stands Adele as a child, with her hand resting
               on the back of Johanna’s chair. Adele gazes in admiration at her mother’s painting.
               Here Bardua has accurately characterized the relationship between mother and daughter,
               where Adele followed her mother and her accomplishments throughout her life. Bardua
               never received formal academic training at the level of male artists of this era;
               nonetheless her skillful painting style shows a mastery of proportion, shading and
               shadowing, and color studies as well as a blending of the idealization characteristic of Neoclassicism together with the emerging emotionalism of the Romantic era. Bardua also painted
               portraits of the royal families of Prussia, Caspar David Friedrich, Johann Wolfgang
               von Goethe and his wife, and the Italian violinist and composer Niccolò Paganini,
               who was known for his highly technical and dramatic virtuoso performances. See also PAINTING; WOMEN ARTISTS.
            

            
            
               Caroline Bardua, Self-Portrait with a Lute (1822): Kügelgenhaus Museum der Dresdner Romantick, Dresden
                  

                  Wikimedia Commons PD—Art.

               

            

         

         
         	BARKER, ROBERT (1739–1806)

         
         	
            English journeyman portrait painter Robert Barker is best known for his cylindrical landscape   paintings, which he termed “panorama” paintings, from the Greek word pan, meaning “all,” and horama, which means “view.” Barker’s Irish family was from Newcastle upon Tyne in northern
               England, and Barker began his career in Edinburgh, Scotland, where his first panorama
               was exhibited in 1787. This first painting, titled The Panorama, was then exhibited in London that same year, where Barker patented this new format.
               He began exhibiting regularly at a studio space in Leicester Square built specifically
               for the display of panoramas, where visitors paid an entrance fee and stood on a platform
               in the middle of the cylinder situated under a skylight. Barker studied the wide-angle
               views of Renaissance and Baroque landscape painting, but his panoramas required new
               mathematical perspective calculations, which were part of the patent he acquired in
               1787.
            

            
            Such panoramas became very popular across Europe during the era of the picturesque landscape, and around 126 panoramas were exhibited in London over the next 70 years,
               where the subject matter expanded from city and country views to battle scenes and
               other historical events. Panorama buildings were built in most major cities in Europe
               and in the United States, where moving panoramas, called “cycloramas,” became popular,
               and exhibits included dramatic music and light shows. French photographer Louis Daguerre,
               credited with the invention of the daguerreotype, first trained in the art of the
               panorama, seen as a type of moving picture, in addition to the diorama that also incorporated
               theatrical performances, and thus Robert Barker’s paintings were both Romantic in
               conception and modern in technical application. See also STANFIELD, CLARKSON (1793–1867).
            

            
         

         
         	BARRY, SIR CHARLES (1795–1860)

         
         	
            English architect Sir Charles Barry maintained a highly successful architectural studio
               in London during the mid-19th century. Born in Westminster to a bookshop owner, he
               received his first apprenticeship at the age of 15, when he began to work for a local
               surveyor and developed an interest in travel. At the early death of his father, Barry
               inherited a sum of money that allowed him to travel quite extensively to both Italy,
               where he studied classical architecture, and through the Middle East, where he was exposed to the “exotic” non-Western architecture
               in vogue during this era. After his three-year voyage ended in 1820, Barry settled
               back in England and established his architectural profession with several successful
               competition entries, the first one for the design of a new Royal Manchester Institution,
               which is now part of the Manchester Art Gallery. He designed several other buildings
               in Manchester, both domestic and religious.
            

            
            With his church commissions, he began to explore the medieval styles of construction, and his Saint Peter’s Church in Brighton, dated to 1826,
               is one of the first Gothic Revival churches in England. Like most Gothic Revival architects of the day, however, Barry
               also worked in classicizing and Italianate styles, which are typically found in his
               domestic structures, such as the Italianate country home Cliveden in Buckinghamshire,
               which is elevated on a terrace above the banks of the Thames River. An earlier house
               on the site was destroyed in a fire, and Barry was commissioned in 1849 to rebuild
               the home for George Sutherland, the second duke of Sutherland. The home reveals Barry’s
               knowledge of the Venetian Renaissance classicism of Michele Sanmicheli, Jacopo Sansovino,
               and Andrea Palladio, which he updated and built in a larger format to suit his Victorian-era clients.
            

            
            Barry’s most famous commission was for the Houses of Parliament, also called the Palaces
               of Westminster, which were commissioned in 1836 to replace the older building that
               had been destroyed in a fire two years earlier. He worked together with Augustus Welby Northmore Pugin, who was in charge of the interior, while the more senior Barry designed the exterior.
               The complex consists of two structures, the House of Lords and the House of Commons,
               completed in 1852. Located along the Thames River in central London, the Gothic Revival
               complex asserts what was considered a native northern European architectural style
               rather than the classicism of Italy. For Barry and Pugin, the Gothic style was an
               assertion of nationalism and was consistent in style with the most famous Gothic church
               in England located right down the street, Westminster Abbey. The specific Gothic style
               selected by Barry was the later perpendicular Gothic characterized by thin, ornamental
               pinnacles, elaborate tracery, and other intricate architectural ornamentation.
            

            
            Barry renovated numerous country homes across England from the 1830s through the 1850s,
               where he added Gothic, Tudor, or Renaissance designs to best suit the preexisting
               structures, often transforming earlier Neoclassical homes into more playful and fanciful
               designs. One of Barry’s most interesting domestic commissions was for the redesign
               of Gawthorpe Hall, located in the region of Lancashire, which was originally constructed
               in the 14th century as a late medieval tower house for the Shuttleworth family to
               protect their nearby manor home, and it was expanded in the Elizabethan era to house
               the extended family. Shuttleworth family friend Charlotte Brontë (1816–1855) spent
               time in the home, and in 1850, Barry was commissioned to redesign the estate when
               a Shuttleworth daughter who had inherited the home married. Barry updated the Renaissance
               home to suit his contemporary clients by melding together the diverse parts of the
               building into a visually uniform whole and updating the interior decoration. Barry’s
               design created a three-part facade in front of the tower that brings together the
               side wings and tower into an integrated unit with three stories of windows, a balustrade
               running along the top of the home, and a tower that employs a uniquely fanciful latticework
               pattern. Architecture during the Romantic era often featured an eclectic mixture of
               design principles, where renovations added to earlier buildings introduced new styles
               and influences. See also  BUTTERFIELD, WILLIAM (1814–1900); MILLER, SANDERSON (1716–1780); MUNRO, ALEXANDER (1825–1871); RICKMAN, THOMAS (1776–1841); SALVIN, ANTHONY (1799–1881); SCOTT, GEORGE GILBERT (1811–1878); STREET, GEORGE EDMUND (1824–1881); UPJOHN, RICHARD (1802–1878); VIOLLET-LE-DUC, EUGÈNE EMMANUEL (1814–1879); WALPOLE, HORACE (1717–1797); WATERHOUSE, ALFRED (1830–1905); WYATT, JAMES (1746–1813).
            

            
            
               Sir Charles Barry and Augustus Welby Northmore Pugin, Houses of Parliament, London
                     (Commissioned 1836)
                  

                  Wikimedia Creative Commons Attribution Share-Alike License.

               

            

         

         
         	BARRY, JAMES (1741–1806)

         
         	
            The Irish artist James Barry is considered one of the earliest Romantic painters working
               in England in the 18th century. Born in Cork to a trader who traveled back and forth
               between Ireland and England, Barry exhibited an inclination toward drawing and painting at a young age, and at the age of 22, he moved to Dublin to pursue a career in painting.
               Although some of his early works are considered Neoclassical, Barry infused his portraits with a depth of emotion that is characteristic of Romanticism. After completing a
               number of large historical scenes for his father’s house, Barry met the Dublin-born
               writer and politician Edmund Burke, whose Sublime and Beautiful of 1756, a proto-Romantic treatise that embraced the terrifying, painful, and unknown,
               influenced Barry’s art. To Burke, the sublime could describe such things as moments of terror or life-threatening events that provoked
               a passion for self-preservation. Burke became one of Barry’s earliest patrons, and
               with his patronage, Barry was able to travel to Paris and throughout Italy, where
               he wrote descriptive letters to Burke that detailed his observations of the works
               of Raphael, Titian, and other Renaissance painters.
            

            
            Back in England in 1771, Barry’s early works focused on the classical figures of Venus,
               Jupiter, and Juno and were indebted to the Italian Renaissance models he studied while
               abroad. With these subjects, however, Barry moved from the restrained emotions characteristic
               of Neoclassicism to the more dramatic narratives of Romanticism. In his painting King Lear Mourns Cordelia’s Death (1786–1888; Tate Britain, London), we see a fully formed tragedy that reveals Barry’s
               desire to heighten the sense of despair in the image rather than to soften the emotions
               of the figures. Early Romantic, or even proto-Romantic, works such as this retain
               much of the character of classical paintings. Yet two qualities—the focus on lesser-known,
               and thus more “exotic,” narratives from antiquity, as well as the desire to test the
               emotional impact of such dramatic events on the figures—anticipate the Romanticism
               of the next generation of artists.
            

            
         

         
         	BARTOLINI, LORENZO (1777–1850)

         
         	
            Italian sculptor Lorenzo Bartolini trained in Neoclassicism but added a more sentimental and realistic approach to his work characteristic of
               late Neoclassical Romanticism, called the Classical Revival. Born in Vernio outside Florence, Bartolini was inspired by Florentine early Renaissance
               work rather than the Roman classicism espoused by premier Italian Neoclassical sculptor
               Antonio Canova (1757–1822). After studying in Florence, Bartolini moved to Paris to
               study first with Jean-Baptiste Frédéric Desmarais (1756–1813) and then with François-Frédéric
               Lemot (1772–1827). In Paris, Bartolini received his most important commissions from
               Napoleon, for whom he created a colossal bust portrait in a late Empire style. In 1807, Napoleon appointed Bartolini director of the Academy
               of Sculpture in the Tuscan town of Carrara, known for its marble quarries, but Bartolini was never
               fully accepted by Italian patrons due to his Napoleonic connections, which limited
               his commissions in his hometown of Florence.
            

            
            Nonetheless, it was Florentine quattrocento sculpture that most influenced Bartolini, as seen in his Nymph and the Scorpion (Louvre Museum, Paris), commissioned by Prince Charles de Beauvau and on display
               at the Salon exhibit of 1845. Here we see a languidly sensual image of a young nude
               female, reclining on the ground while looking back to examine the heel of her left
               foot. Her slightly furrowed brow denotes a subtle displeasure incurred from the pain
               of a scorpion bite. Roman Baroque painter Michelangelo Merisi da Caravaggio’s Boy Bitten by a Lizard (1594–1596; oil-on-canvas, Fondazione Roberto Longhi, Florence) is an earlier rare
               example of a similar subject that demonstrates Baroque theatricality in its emotional
               display in anticipation of Romanticism. See also DUPRÉ, GIOVANNI (1817–1882); MAROCHETTI, CARLO (1805–1867); TENERANI, PIETRO (1789–1869).
            

            
         

         
         	BARYE, ANTOINE-LOUIS (1795–1875)

         
         	
            French sculptor Antoine-Louis Barye began his career at the advent of the July Monarchy
               of 1830 and enjoyed a wide range of patronage among both the aristocracy and the middle
               class. Barye was born in Paris and initially trained with a goldsmith and then with
               the Neoclassical sculptor François-Joseph Bosio (1768–1845) before being admitted
               to the École des Beaux-Arts in 1818. His interest in animal sculpture developed through the 1820s, when he began sketch work in the Jardin des Plantes in
               Paris.
            

            
            While the Neoclassicism of Antonio Canova (1757–1822) was predominant at the beginning of Barye’s career,
               Romanticism gained ground, paving the way for the late 19th-century impressionistic
               sculpture of Barye’s student Auguste Rodin (1840–1917). Barye’s 1833 Salon entry piece,
               Lion Crushing a Serpent (ca. 1830; Louvre Museum, Paris), was favorably received by the public and earned
               Barye the Cross of the Legion of Honor. The subject of this work—a violent animal
               battle—challenged the prevailing hierarchical formula that gave preference to historical
               and religious subjects. Instead, Barye’s focus on Romantic conflict as found in the
               animal kingdom helped create a new genre, the proponents of which were called animaliers. Barye’s sculpture Jaguar Devouring a Hare (1850; Louvre Museum, Paris) was displayed at the 1850 Salon, where it elicited the
               observation that Barye was the “Michelangelo of the menagerie.” Barye, together with
               Romantic painter Eugène Delacroix, spent long hours sketching animals housed in the Jardin des Plantes in Paris. These
               studies of animal anatomy and movement allowed both artists to work out the difficult
               compositional elements of multi-figure animal groups in conflict.
            

            
            Barye also created sculpture groups that narrate classical subjects, such as his bronze
               statuette Theseus Slaying a Centaur (1849; Smith College Art Museum, Northampton, Massachusetts). This work depicts a
               scene from Ovid, and this classical literary source provides a more intellectualized
               image in keeping with Academic interests. In addition, the depiction of human and animal conflicts highlighted the
               classical idea of mankind’s rational control over the more irrational forces of nature.
               Finally, Barye’s bronze statuette Python Crushing an African Horseman (1845; Baltimore Museum of Art) and his Python Killing a Gnu (1843; J. Paul Getty Museum, Los Angeles) both depict a more exotic image of pure
               horror, still done in the classicizing tradition of the very theatrical, Greek Hellenistic
               sculpture groups such as the Laocoön (ca. 100 B.C.; Vatican Museum, Rome). Barye’s images of wild animals influenced many
               later artists, including the American sculptor Edward L. Kemeys (1843–1907), while
               numerous Romantic painters focused on similar animal scenes. See also AGASSE, JACQUES-LAURENT (1767–1849); AUDUBON, JOHN JAMES (1785–1851); LANDSEER, SIR EDWIN (1802–1873); REINAGLE, PHILIP (1749–1833); STUBBS, GEORGE (1724–1806).
            

            
         

         
         	BAUER, JOHN (1882–1918)

         
         	
            See NORDIC ROMANTICISM.
            

            
         

         
         	BEARDSLEY, AUBREY VINCENT (1872–1898)

         
         	
            English printer and interior designer Aubrey Vincent Beardsley was a member of the
               late 19th-century Aesthetic Movement, a group of artists who emphasized design principles over moralizing messages. Beardsley
               was born in Brighton, but the family moved to London when the boy was 11 years old.
               Rather than becoming a tradesman like his father, the young Beardsley was more interested
               in the arts, in performing musical concerts with his sister, and in writing plays
               while in grammar school. After completing school, Beardsley began to work in an architectural
               firm where his strong drawing skills attracted the attention of several artists, including
               Sir Edward Burne-Jones, who encouraged his artistic inclinations. He therefore began to study at the Westminster
               School of Art, where he developed his unique style of drawing and printmaking that
               was organic, highly ornamental, and even considered decadent due to his interest in
               the grotesque.
            

            
            The Aesthetic Movement often overlapped in style with Art Nouveau and therefore was a forerunner to modernism. Beardsley was also inspired by Japanese
               woodcuts and used Asian-styled spatial constructions. Many of his illustrations were
               of mythological narratives, most famously for the play Salome by Oscar Wilde (1854–1900), shown in Paris in 1896. Many of his illustrations can
               be found in the Yellow Book, a literary magazine published from 1894 to 1897 for which Beardsley was the art
               editor. Oscar Wilde’s arrest in 1895, however, hampered Beardsley’s career, but he
               was nonetheless highly influential in the decorative arts of his era until his premature
               death in Menton, France, of tuberculosis. See also ARTS AND CRAFTS MOVEMENT.
            

            
         

         
         	BEAUX-ARTS

         
         	
            The Beaux-Arts style refers to the art and architecture that was produced in the École des Beaux-Arts in Paris, an art school first established
               as a royal academy in the mid-1600s inspired by classical antiquity, a style considered
               ideal and timeless. The 19th-century Beaux-Arts School was a reorganization of a number
               of these art schools in Paris in 1863 under Napoleon III. The original school, the
               Académie des Beaux-Arts, was formed in 1648 and expanded through the next two centuries
               to include painting, sculpture, and architecture. Known for its representation of
               historical styles done in that Academic tradition, the term “Beaux-Arts” is most often used today in reference to the eclectic
               mix of historical architectural styles found in the mid-19th century. Some characteristics
               include large stone construction, classical window arches, columns, pediments, classical
               symmetry, Baroque use of theatrical settings, and large sculptural detailing, sometimes
               with heightened Rococo decorative features. These buildings were typically monumental
               and, therefore, are most often found in urban centers, where the style was used for
               government buildings, museums, and theaters, and they often featured grand entrances
               and sweeping stairways leading up to ornately carved balconies. 
            

            
            The style was initiated in France by the architects Joseph-Louis Duc (1802–1879),
               Félix Duban (1798–1870), Léon Vaudoyer (1803–1872), and Henri Labrouste (1908–1875),
               and although it fell away by the 1920s in Europe, it continued in the United States
               until the advent of modernism. It is seen in Richard Morris Hunt’s Fifth-Avenue facade
               of the Metropolitan Museum of Art in New York City, which was constructed after his
               death to his design, while the wings were built by the firm of McKim, Mead and White.
               The facade features a grand staircase that leads up to the massive facade organized
               with three massive arched bays flanked by paired colossal columns disengaged from
               the wall. The flat roof has heavy molding, and the roofline breaks outs boldly above
               the columns to create a highly sculptural exterior that can be seen from a great distance.
               This architectural style was well suited for museums of this era, which also aspired
               to showcase European art and its cultural connections between wealthy socialites in
               the United States and the royal families of Europe as well as to offer high culture
               to the public. See also BIERSTADT, ALBERT (1830–1902); CLASSICAL REVIVAL; GARNIER, J. L. CHARLES (1825–1898).
            

            
         

         
         	BENTLEY, RICHARD (1708–1782)

         
         	
            See WALPOLE, HORACE (1717–1797).
            

            
         

         
         	BIARD, FRANÇOIS-AUGUSTE (ca. 1799–1882)

         
         	
            A French Romantic painter from Lyon, François-Auguste Biard traveled widely and is
               best known for his genre paintings that depict the cruelties of slavery. Biard sketched vernacular scenes from such
               “exotic” regions as the African coast, where he saw firsthand the brutal effects of
               the slave trade and created highly dramatic images of human cruelty and suffering.
               One such image is his The Slave Trade (ca. 1833; oil-on-canvas, Wilberforce House Museum, Yorkshire, England), that shows
               a chaotic scene of brutal beatings and fear. Several other paintings feature the slave
               trade, including his Bartering for Slaves on the Gold Coast (ca. 1840s; Menil Collection, Houston). Even Biard’s landscape images have a haunting quality to them, as seen in his fantasy-like painting Magdalena Bay, North of Spitsberger (1840; Louvre Museum, Paris). Here we see a stark nightscape devoid of people. His
               paintings reveal a strong interest in the exotic, and they range in subject from far-flung
               views of the land to the more horrifying aspects of the human condition and human
               behavior, and to exaggerated, burlesque images. Although Biard documented the abolition
               of slavery in the French colonies in a painting dated 1849 (Proclamation of the Abolition of Slavery in the French Colonies, 27 April 1848, oil-on-canvas, Versailles Palace, Versailles, France), it is not clear whether he
               was an abolitionist. The scene depicts a tone of jubilation on the faces of the freed
               slaves, while the white colonists appear more restrained, as if witnessing the event
               with paternal magnanimity. One partially clothed slave woman kneels in gratitude to
               two young, white women wearing spring dresses. In 1858, Biard traveled to Rio de Janeiro,
               where he visited the rain forests and sketched the native populations. He was one
               of the earliest European artists to meet many of these tribal peoples, and when he
               returned to France in 1862, he published a travel journal of his years in Brazil that
               added to the artistic representations of exotic peoples. See also BLAKE, WILLIAM (1757–1827); BOULANGER, GUSTAVE CLARENCE RODOLPHE (1824–1888); DELACROIX, EUGÈNE (1798–1863); FUSELI
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