
PATRICIA CRONIN
HARRIET HOSMER •  LOST AND FOUND

A CATALOGUE RAISONNÉ

H
A

R
R

IE
T

 H
O

SM
E

R
 • L

O
ST

 A
N

D
 F

O
U

N
D

 
A

 C
A

T
A

L
O

G
U

E
 R

A
ISO

N
N

É
PA

T
R

IC
IA

 C
R

O
N

IN

Contemporary artist Patricia Cronin has compiled a catalogue

raisonné of the works of American sculptor Harriet Hosmer

(1830–1908). This catalogue combines hand painted images

with art historical research to create a document that reveals the

complexities of Hosmer’s career, reputation, and legacy. Hosmer

moved to Rome in 1852 and lived among a community of British

and American artists and writers and a circle of learned and well-

to-do “independent women.” She had an important career, was

praised by critics, won competitive commissions, and earned

enormous sums for her sculptures. In this unique volume,

Patricia Cronin pieces together a conceptual framework to exam-

ine the histories of art and women at the intersection of the ivory

tower and the marketplace in the form of a catalogue raisonné.  

Texts by Maura Reilly, Patricia Cronin, William H. Gerdts
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Harriet Hosmer: Lost and Found, A Catalogue Raisonné by Patricia Cronin is an interventionist proj-
ect that calls special attention to work by women as cultural producers––Cronin’s as well as that
of Harriet Hosmer. This conceptually complex catalogue raisonné and related exhibitions chal-
lenge the broader framework of art history and its exhibition practices for being unconditional-
ly masculinist. In other words, it takes as its operative assumption that the art system—its insti-
tutions, his-stories, and so forth—is a hegemonic discourse that privileges “white male creativi-
ty to the exclusion of all women artists.”1 As a counter-hegemonic project, then, Cronin’s Hosmer
catalogue raisonné and related exhibitions expand the canons of art history to include what it
had hitherto refused—women, and lesbians, in particular. It can be understood, then, as a cor-
rective to the omission of women and feminists from the art-historical records, past and present.

Cronin came to the subject of Hosmer somewhat fortuitously. While researching her mar-
ble mortuary sculpture Memorial To A Marriage (2002) for art historical precedents she stumbled
upon a sepulcher by Hosmer called the Tomb of Judith Falconnet (1857–1858) that stunned her;
the quality of execution was superb, the neo-classical style on a par with Antonio Canova, she
believed. Who was this artist, she wondered? And, as someone who had studied the history of
sculpture extensively, why had she never heard of her? It was at that moment that she decided
Hosmer was to be her next project. 

In 2003, Cronin began researching the biography and oeuvre of Hosmer. The more she
learned about the artist, her work, and of her international fame during her lifetime, the more
astonished Cronin was by the dearth of scholarly material. Why had this artist been obscured by
art history? By extension, if not remembered for her artwork then why not for her notorious rep-
utation and delicious biography? As the leader of the White Marmorean Flock in Rome—as it was
so dubbed by Henry James––who surrounded herself with a circle of emancipated women, includ-
ed among them actress Charlotte Cushman and sculptor Edmonia Lewis, but also by such
esteemed literary figures as Nathaniel Hawthorne and Elizabeth Barrett Browning, the American-
born Hosmer was a notorious lesbian with aristocratic lovers, as well as a self-supporting artist
with international clients and highly regarded sculptural commissions. Her biography was the
stuff of great nineteenth-century novels. Yet there has been nothing substantive written about
Hosmer, her life or work—that is, until now. 

In Harriet Hosmer: Lost and Found Cronin plays biographer, art historian, and artist, in an
effort to offer the first comprehensive catalogue raisonné dedicated exclusively to an extraordi-
nary nineteenth-century woman artist, Harriet Hosmer. As biographer and art historian, Cronin
fastidiously researched every work produced by Hosmer, from her first original sculpture of 1852
to her last in 1893. This thorough study offers locations of works, provenance, and exhibitions
histories and detailed, formal analyses written in a fresh, contemporary style. The sheer breadth
of information contained herein is extraordinary and represents a truly heroic feat, especially

Preface

Maura Reilly
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texts. Thusly placed, outside the context of the catalogue raisonné, the objects now become a muse-
ological intervention in the lineage of other “minority” artists such as Fred Wilson, Kara Walker, or
Zoe Leonard who have all produced “interventions” that are meant to challenge the race and/or sex
biases of institutions. 

In 2009, the project will have its U.S. debut at the Elizabeth A. Sackler Center for
Feminist Art at the Brooklyn Museum, where it will be featured in The Herstory Gallery, an exhi-
bition space that is meant to work in conceptual tandem with Judy Chicago’s The Dinner Party
(1974–1979), a monumental feminist installation that commemorates 1,038 female figures. In
proximity to an iconic work famous for its strategies of reclamation (historical, women’s work,
vaginal iconology), Cronin’s project will shine and glory in the feminist context that is its con-
ceptual lineage. Thusly located, it will also remind us what art historian Linda Nochlin pro-
claimed decades ago, when she insisted that the feminist project of the 1970s needed to start with
the unburying and resurrection of women from history before analysis and deconstruction of the
canon could commence.2 Cronin’s Harriet Hosmer: Lost and Found, A Catalogue Raisonné has
proven that Nochlin’s rallying cry has in part been answered. It also functions as a reminder that
there are many more women artists to be discovered, unearthed, and displayed on museum walls
and pedestals.  

1. Griselda Pollock, Differencing the Canon: Feminist Desire and the Writing of Art Histories. London and New York:
Routledge, 1999, p. 10.
2. Linda Nochlin, “Why Have There Been No Great Women Artists?,” in Women, Art and Power and Other Essays. New
York: Harper & Row, 1988, pp. 145–178.

considering that Cronin was starting from scratch. Also included is an extraordinary essay by art
historian, William H. Gerdts, who is a leading expert on the White Marmorean Flock. In sum,
the catalogue will certainly remain for years to come the definitive scholarly text on Hosmer. 

Art historian is only one role that Cronin plays in this multi-layered counter-hegemonic
project—the most complex being that of artist. How should she re-produce Hosmer’s sculptural
work in the catalogue, most of which is not locatable, no longer extant, only known via descrip-
tions or via old photographs? How to reclaim and insert into the canon the life’s work of a nearly
forgotten artist? While it would have been fairly simple for Cronin to reproduce the surviving
works by Hosmer in digital format, she opted instead to present artistic interpretations of the
sculptures in small, unique monochrome watercolors––Cronin’s preferred medium and because
she believed it best represented the luminosity of marble. Each of Hosmer’s catalogue entries, then,
is accompanied by a reproduction of a watercolor, by Cronin, that depicts a sculpture, by Hosmer.
(In the cases where the work no longer exists, as in Hosmer’s famous Queen of Naples [1868],
Cronin has produced a ghost image.)

Issues surrounding postmodern appropriation, and critiques of authorship and aura, are
therefore central to Cronin’s Hosmer project. These ideas are not new to Cronin, though. Her
most famous work to-date, Memorial To A Marriage, discussed above, pays direct homage to nine-
teenth-century realist painter, Gustave Courbet, by appropriating his infamous 1866 lesbian
painting, The Sleepers, as its formal source. This usurption of a male modern master’s language as
her own is a tactical mime that functions effectively to deconstruct modernist myths of original-
ity and authorship. 

On the contrary, in choosing a female artist, one who was famous in her day yet relative-
ly unknown today, Cronin’s deconstructivist project diverges from her previous interventionist
project, Memorial To A Marriage. With the Hosmer project she is highlighting instead the canon
of art history’s exclusions and inclusions, thereby figuring forth its discriminatory practices and
sexist foundations that make it acceptable for certain artists—male—to be raised to the canon’s
heights and others not. 

It is during her final role, that of curator, that Cronin’s project completes itself. Scholarly cat-
alogue raisonné and correlating watercolors in hand, Cronin-as-curator can now present her and
Hosmer’s work for exhibitions. The first public unveiling of the project took place at The American
Academy in Rome, in 2007, where Cronin had been a fellow working on the Hosmer project. It
was a most apt and historically ironic location, considering Hosmer’s lifelong relationship to Rome
but also the fact that throughout the nineteenth century in Rome women artists were prohibited
from taking courses at the art academies. The exhibition was suggestively titled An American in
Rome, leaving viewers to wonder whom the American was, Cronin or Hosmer? Forty of a total of
sixty-two watercolors were exhibited, hung simply with pins to the wall, and no explanatory wall
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Lost and Found

Patricia Cronin

In 2000 I received a large grant from the Kansas City, Missouri based foundation, Grand Arts, to
make my dream piece—a 3 ton marble over life-size mortuary statue titled Memorial To A Marriage
of my partner, the artist Deborah Kass, and myself, destined for our burial plot in Woodlawn
Cemetery in the Bronx, designed in 1863 as America’s Pere La Chase.

I began researching the history of sculpture in order to make mine. The history of sculpture
is dominated by death, burials, and memorials. In fact, the history of sculpture IS the history of
death. While combing through every tome on sculpture, I stumbled across two statues I had never
seen before. They were extraordinary. One was of Beatrice Cenci and the other was the Tomb of
Judith Falconnet. I fell in love. I looked at the artist’s name below each reproduction and read the
words “Harriet Hosmer.” I said out loud, “Hmmm, I’ve never heard of her.” And then wondered,
“WHY had I never heard of her?” I knew then and there she would be my next project. While I was
thinking about my own death when creating Memorial To A Marriage, I found someone else’s life.  

Harriet Hosmer (1830–1908) moved to Rome in 1852 when she was twenty-two years old,
apprenticed with the leading neo-classical sculptor, British artist John Gibson, and very quickly hung
out her own shingle and became known as the first professional woman sculptor. Hosmer lived with-
in a lively Anglo-American expatriate community of writers and artists, as well as a circle of “independ-
ent women.” In her time, she had a prominent career, was critically acclaimed, financially successful,
and exhibited in all the international exhibitions. She was infamous. Today, her works are in the best
museum collections in the world and yet she is largely unknown. 

Who gets written into history? Who is forgotten? Why, how, and what are the conditions in
which eradication can occur? How is value determined? These elements coalesce at the intersection
of the ivory tower and the art market that is the catalogue raisonné.  

My Hosmer Catalogue Raisonné is made by hand. Each of her neo-classical marble statues is rep-
resented by a monochromatic watercolor. Because of its transparent properties, watercolor is the perfect
medium to represent the luminosity of marble—how light penetrates the surface of marble, swirls around
about an inch below the surface before it bounces back out. The watercolor images of Hosmer’s statues
are arranged in chronological order and are interspersed with ghost images of statues that have been unlo-
catable to-date, including one that the London Art Journal (the Artforum of its day) called Hosmer’s crown-
ing achievement: her masterpiece the life-size marble statue of the last Queen of Naples. Although there
are contradicting written descriptions, there is no visual documentation of Hosmer’s Queen of Naples. How
to visually represent something I cannot see has been a question I’ve been grappling with for some time.

Living in Rome for a year, tracing Hosmer’s footsteps, surrounded by Catholicism, majestic
churches, mysticism, stories of miracles and saints’ lives has helped me shape the answer: an appari-
tion, a phantom for missing statues, and a lost career.  

1. Medieval historian Brian Stock in a conversation with the artist in her studio at the American Academy in Rome on
February 25, 2007.

“Nothing provokes meditation more than absence.”
Brian Stock1
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The Leader of The Flock

William H. Gerdts

Though sculptural works were produced in this country even during the Colonial period—
gravestones, weathervanes, ships’ figureheads—monumental figural pieces primarily created in
the near-sanctified medium of marble were exceedingly few, and all were produced by British
artists, including some public monuments and a number of church memorials. After the
American Revolution, a number of Italian carvers came to this country, both to produce likeness-
es of America’s leading military and political leaders and to decorate public buildings, churches,
and especially the United States Capitol, while several native artists also undertook to produce
marble sculptures, again, primarily portraits. But the first “school” of American sculpture may be
said to have begun in 1825, when the Boston artist, Horatio Greenough, traveled to Europe to
begin a successful career abroad—one of several men who have had passed on to them the des-
ignation of “The Father of American Sculpture.”

Following his return to Boston after an illness which he contracted in Rome, Greenough
returned and settled in Florence, and for the next two generations of American sculptors, almost
all those who achieved any degree of celebrity and prominence worked in Florence or Rome, the
latter becoming more and more the destination of choice. There they studied ancient and con-
temporary work, located the workmen who did the actual carving of the sculptures that they
modeled in clay, found themselves in proximity to the marble quarries from which they drew
their material, and joined a community of artists which included some American painters, but
more significantly, an international tribe of professional sculptors from all over Europe. These
artists, American and European, were all working within variations of the dominant neo-classic
aesthetic determined by simplified form, harmonious proportions, and idealized subject-matter,
an approach to sculpture inaugurated at the end of the eighteenth century by Antonio Canova
and continued by the Danish artist Bertel Thorwaldsen, still active when Americans first joined
their European confreres in Italy. While some of the Americans sent work back to America for
exhibition—two versions of Hiram Powers’s most famous sculpture, The Greek Slave, toured the
United States, city by city, in the later 1840s and early 1850s, and a good many major sculptures
by Americans and Europeans began to appear in the International Exhibitions (the Worlds’ Fairs)
which were inaugurated in 1851, the majority of commissions for the Americans came from their
fellow citizens visiting Italy while making the Grand Tour of Europe. (It should be noted, though,
that American patrons also did acquire sculptures by Europeans, while a number of English col-
lectors became patrons of a few of the Americans: Hiram Powers, William Wetmore Story, and
Harriet Hosmer.) Guidebooks were published giving not only the addresses of the sculptors but
also featuring descriptions of their latest accomplishments. Well-to-do American patrons would
visit the sculptors’ studios to have their portraits created and to look over the artists’ ideal plas-
ters of classical, religious, allegorical, and literary subjects, often choosing one or more for mar-
ble replication. In turn, these works, once on private display after their prolonged delivery back
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experience, was the semi-professional Joanna Quiner of Salem and Boston, though she appears to
have worked only in plaster. The English sculptor, Horatia Augusta Latilla Freeman, was married
to the American painter, James Freeman, and lived in Rome where she was active as a sculptor from
the mid-1850s on. However, she does not seem to have had significant association with the band
of American women under discussion here, though she appears to have been distantly related to
the unmarried American sculptor from Boston, Florence Freeman, almost an exact contemporary,
who was one of the less well-known of the “flock.” 

What is known about Freeman is that she went to Italy with the great actress, Charlotte
Cushman, in 1861, following the path that Harriet Hosmer had taken nine years earlier; in fact,
though originally settled in Florence, under Hosmer’s influence Freeman relocated to Rome the
following year. The degree of Hosmer’s impact upon her women colleagues in Rome, both in terms
of their personal relationships and in the thematic artistic choices they made, is difficult to dis-
cern, but that Hosmer was the leading figure of the “flock” and the only one to achieve truly inter-
national recognition there is no question. Born in Watertown, Massachusetts, she attended Mrs.
Charles (Elizabeth) Sedgwick’s very progressive school in Lenox in that state, and having decided
to pursue the study of sculpture even in her youth, she took lessons with the able but today lit-
tle-known sculptor, Peter Stephenson, in Boston in late 1849. One key to Hosmer’s superiority
over many of her female contemporaries lay in her study in 1850–1851 with Dr. Joseph N.
McDowell at the Medical College in St. Louis, since women artists, painters, or sculptors other-
wise had no recourse to anatomical training. McDowell was persuaded to allow Hosmer to attend
his lectures by his good friend, Wayman Crow, the father of one of Hosmer’s schoolmates; Hosmer
created a portrait medallion of McDowell in 1851, and much later, in 1865, she was to carve a
bust of Crow who was visiting Rome at the time. Crow, in turn, became one of the four most influ-
ential figures in Hosmer’s career, along with Charlotte Cushman, John Gibson, and Louisa, Lady
Ashburton. It was in 1852 that Hosmer sailed to Italy at Cushman’s urging, where she settled in
Rome and where Cushman presided over an ever-increasing group of American women, includ-
ing a good number of sculptors. Cushman’s artistic entourage was not entirely female; the
American, Paul Akers, and the English sculptor, Shakespeare Wood, were also in her set, though
others, such as Randolph Rogers, were openly contemptuous. Cushman herself had excelled the-
atrically not only in female characters, but also in male roles such as Romeo and Hamlet. It would
be erroneous either to associate all the American women sculptors in Rome with Cushman’s cir-
cle, just as it would be a mistake to identify their association in all cases as lesbian. Indeed, one of
the “flock,” Louisa Lander, hitherto patronized by Nathaniel Hawthorne, was censured and in a
sense “expelled” from the expatriate artistic community for what remains a mysterious heterosex-
ual sexual offence. On the other hand, the lesbian identification of at least some of these artists
must certainly account, to some degree, for their preference for strong-minded, independent
women within their artistic repertory.

Excluding the slightly earlier Sarah Ames, the question must be addressed as to what
brought this rather considerable number of American women sculptors to congregate and devel-
op their professional skills in Rome in this relatively brief period, some admittedly for a longer
period of time and/or more successfully than others. The explanation, I believe, is complex.
Charlotte Cushman’s position as a guiding mentor, even if not all the women developed a connec-
tion with her, was vital to this development, as was her homoerotic preferences, again even if these

home, often might inspire their friends and neighbors to order replications, even without going
abroad to visit the studios and the sculptors. Some of these American sculptors stayed in Italy for
a few years and returned home, but most of them spent their entire careers abroad, and a good
many died in Italy where their families are buried in what Henry James described as “the most
beautiful thing in Italy” and the “sweetest sanctity in all Rome”—the Protestant Cemetery.

James was as or even more familiar with Italy than he was with France and England, both
of which served as his home for most of his career, and certainly more than the United States,
which he visited often but which was never his residence. He was extremely familiar with the
American sculptors in Rome, and included among his prolific writings was his two-volume
account of William Wetmore Story and His Friends, published in Boston in 1903. It was a letter of
1853 from Story to James, concerning Harriet Hosmer, which later inspired the great writer to
identify her as “the most eminent member of that strange sisterhood of American ‘lady sculptors’
who at one time settled upon the seven hills in a white, marmorean flock.” James’s further
remarks on the women sculptors to whom he referred are gently and not unkindly patronizing,
and recent scholars have derided his commentary, not unjustly, as likening these women to either
birds or sheep, both communally categorized as “flock.” (James almost surely was referring to
birds rather than sheep, for birds “settle” on hills; sheep “roam” them.) And yet James’s comments
also hint to some degree of admiration, in part for the diversity within the uniqueness of these
women, and as likened to birds, high-flying and independent. At the same time he particularly
returned to Hosmer, admired perhaps more for her “character, strong, fresh and interesting,” but
also acknowledged for her talent. What had obviously struck James as it did a good many other
observers were the number of American women sculptors who congregated in Italy over a short
period of time in the mid-nineteenth century: Hosmer in 1852, Louisa Lander in 1855, Emma
Stebbins in 1856, Florence Freeman in 1861, Margaret Foley in 1862, Edmonia Lewis in 1865
and Blanche Nevin about the same time, Anne Whitney in 1867, and Vinnie Ream in 1869.  

Hosmer was one of the earliest of the significant group of American women sculptors to set-
tle in Rome, preceded only by Boston’s Sarah Fisher Clampitt Ames, who journeyed there in the
mid-1840s, after marrying the portraitist, Joseph Ames, but she did not remain to become part of
the “flock.” In any case, Hosmer was hardly the first professional woman sculptor. As early as the
thirteenth century, Sabina von Steinbach is recorded as working with her father, Erwin von
Steinbach, on the sculptural decorations of the Cathedral of Strasbourg, while in the seventeenth
century, Louisa Roldan achieved considerable reputation in Spain. A forebear to the Americans such
as Hosmer was the English sculptor, Anne Seymour Damer, an early neo-classicist of the later eigh-
teenth century; one of her British teachers was Giuseppe Ceracchi who later became the most dis-
tinguished sculptor in the new United States in the last decade of the century. France produced a
number of highly talented and well respected women sculptors in the nineteenth century, some
contemporary with the “white marmorean flock,” such as Felicie de Fauveau, working in Florence,
and Susan Durant, the mid-nineteenth-century English sculptor of considerable talent, even exhib-
ited a bust of Harriet Beecher Stowe at London’s Royal Academy in 1857. Much earlier in colonial
America, Patience Lovell Wright was the best-known of a number of women sculptors who mod-
eled portraits in wax, moving from New York to England just before the Revolution, during which
time she also served as a spy for the Americans! Before the middle of the century, the only woman
sculptor of any note working to create life-size imagery in the United States, forgoing European
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of these is a medallion portrait of Gibson, her teacher, and another may have been of Lady Adelaide
Talbot, the daughter-in-law of her patron, Marianne Alford. The majority of Hosmer’s ideal works,
first busts and then full-length figures, are classical themes depicting the nude female, and both
Daphne, her earliest bust created in Rome in 1853, and her first full-length, a rare depiction of the
mourning Oenone (Paris’s rejected love whom he abandoned when he sought Helen in Troy, again,
drawn from Tennyson’s poetry), a work of 1854–1855, were sent to her St. Louis patron, Wayman
Crow. Crowe had commissioned a full-length figure from Hosmer, who had previously sent Daphne
as a love-gift; in between she also sculpted a bust of Medusa in 1854. Hosmer also authored what are
often referred to as “fancy pieces,” or “conceits,” light-hearted, sometimes humorous genre or imag-
inative works, such as her most successful (that is, most often replicated) sculpture, Puck, of 1855,
and its mate, Will-o’-the-Wisp, on which she was at work three years later. As with portraiture, this
was a sculptural form undertaken fairly often by some of Hosmer’s colleagues such as Chauncey B.
Ives and Randolph Rogers, and avoided by others such as Powers. Hosmer went on to more chal-
lenging sculpture, notably her Beatrice Cenci of 1856, based on real-life events of the seventeenth cen-
tury involving violence and patricide as interpreted in Shelley’s 1820 verse drama, The Cenci, and the
commission in 1857 from the subject’s mother to carve the tomb sculpture for Mlle. Judith (Julie) de
Palezieux Falconnet for the Church of Sant’Andrea della Fratte, the only such monument by any
American sculptor in a Roman church.  

The concentration on feminine subjects was hardly unusual among the neo-classicists;
William Wetmore Story, probably the most celebrated of the American sculptors of Hosmer’s gen-
eration in Rome, was especially noted for his Medea, Semiramis, Sappho, and countless others,
while Randolph Rogers’s most famous work—probably the most replicated full-length sculpture
of the nineteenth century—was his Nydia, the Blind Girl of Pompeii. On the other hand, it should
be noted, too, that Hosmer appears, surely deliberately, to have avoided the most common figur-
al subjects so often chosen by her Roman contemporaries, male and female alike. So many images
of the biblical Ruth were created that there was talk of “Ruth Fever,” among the sculptors at one
point, while Cleopatras were created by many colleagues, always contending for variant interpre-
tations. And however much Hosmer’s sculptures in general appear to mirror those of her contem-
poraries, there is often a feminist agenda that they address. Daphne, who spurned Apollo, is an
allegory of chastity, and Hosmer’s Medusa, drawn in part from Shelley’s “On the Medusa of
Leonardo da Vinci,” is not the standard image of dread, but a beautiful woman, made horrorific
against her will. And Beatrice Cenci was viewed as a tragic heroine. It is less surprising then that
Hosmer’s masterwork, or at least one of her two masterworks, is her sculpture of Zenobia. Now a
public, rather than private, tragic heroine, Zenobia was one of the great women of history, cap-
tured by the Romans and led through the streets in chains, but in Hosmer’s sculpture maintaining
such monumental dignity, that the work was quite a success when exhibited at the International
Exposition in London in 1862, and even thought to have been created by her teacher, John
Gibson. It was also well received subsequently when she brought it to New York two years later.

In 1860 Hosmer’s St. Louis connections stood her in good stead when she received the
commission for the statue of Senator Thomas Hart Benton who had died two years before; the
monumental figure was to be erected in Lafayette Park. An over-life-size (10 foot) outdoor sculp-
ture and therefore created in bronze at the Royal Foundry in Munich, the most noted foundry of
its time, the statue was inaugurated in 1868, almost a decade later, before a hoard of crowds who

were shared by only a segment of the “flock.” In any case, Cushman’s sexual preferences were
echoed by Margaret Foley’s close relationship with the English sculptor, Elizabeth Hadwin, while
Anne Whitney lived her life with Adeline Manning, a painter who had studied in France with
Thomas Couture. Italy, perhaps Rome and the Vatican even more than most Italian cities, would
not have been any more receptive or even tolerant of aberrant behavior than would their native
American habitats. But their identification with the arts and especially sculpture provided them
with a cloak of curiousness that characterized them and their often eccentric conduct—unescort-
ed or solely female-dependent, quasi-male costuming and the like—more bizarre than con-
demned. But an important addition to this mix for at least limited acceptability was their nation-
ality; contemporary records locate a few French and British professional woman sculptors active
in Italy at the time (along with Jane Morgan, from Ireland) but no Italians. And when these women
did mix, both professionally and socially outside their own company, it was invariably with
English-speaking male colleagues and their families; American and English writers such as the
Hawthornes and the Brownings; and with patrons from both Britain and America. In other words,
they remained as foreign in Italy as they would have appeared, in a different sense, as “foreign” or
outlandish, back in the United States. And one might reverse this argument, also, and suggest that
one of the main reasons these women settled in Rome was that the prohibitions and inhibitions
still current in American social and sculptural life in the 1850s and 1860s prompted them to seek
out a foreign environment which might allow them greater freedom of lifestyle.

Even before leaving America and traveling to Italy, Hosmer had carved a sculptural bust
of Hesper, the evening star, one of a number of subjects that the women sculptors derived from
the poetry of Alfred, Lord Tennyson, in this case, his poem, “In Memoriam,” which begins with
the words “Sad Hesper . . .” The sculpture served her well, for once in Rome she was able to con-
vince the resident English artist, John Gibson, to take her on as a pupil; Gibson was considered
at the time one of the greatest, if not the greatest, sculptor working in Italy. The connection she
established with Gibson proved invaluable to Hosmer, not only in the superb training she
received, which was crucial to her evolution as one of the finest of the neo-classic sculptors in
Italy, but, working out of the master’s studio for six years until she secured her own, Hosmer also
attracted a clientele that was fully as British as it was American. Ultimately, of course, it was this
very connection which led to Hosmer’s near-abandonment of her chosen field after disillusion-
ment with post-unification Italy, living much of her later life in England. Many of her later years
were spent at Melchet Court in Hampshire, England, the country home of Louisa, Lady
Ashburton, both patron and lover, and at Kent House, the town house that Lady Ashburton built
in London between 1872 and 1874, often with the advice of Hosmer and Lady Marianne Alford,
their mutual friend and another of Hosmer’s major English patrons. In addition, Lady Ashburton
provided Hosmer with a studio in Albert Gate Studios nearby on William Street in London.

A detailed review of Hosmer’s artistic achievement is beyond the scope of this essay, and is,
in any case, contained within the catalogue raisonné. Superficially, it might appear not too different
from those of her contemporaries, male and female. Some of these artists such as Hiram Powers cre-
ated far more portrait busts than they did what are termed “ideal” works—i.e., subjects drawn from
literature, the classical world, allegory, religion, or the imagination. Powers, for instance, created hun-
dreds of portraits but very few ideals, though those were replicated by Powers, sometimes into the
hundreds; Hosmer, on the contrary, produced few portraits both relief and in the round, though one
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already been involved in fountain sculpture, working on one that depicted Hylas and the Water
Nymphs, but the history of this work, presumably also a commission, is not recorded. Such an
order from Alford was the beginning not only of a close friendship, but also directed Hosmer more
and more toward England as a recipient of her art. It also meant much more security for commis-
sions, provided that the client was pleased, offered financial assurance, especially since these were
complicated, often multi-figural works. Hosmer was to spend a good deal of time with Alford,
both in London and at Ashford Hall in Hertfordshire. Lady Alford’s son, Lord Brownlow, contin-
uing his mother’s patronage of the artist, accepted Hosmer’s design for gates for the art gallery at
Ashford Hall, decorated with sculptural panels, several of which may be identified today as per-
sonifications of the stars and the times of day. Lady Ashburton, even far closer to Hosmer than
Lady Alford, commissioned several fountains to be placed in the gardens at her country home,
Melchet Court in Hampshire, The Fountain of the Dolphin and The Mermaid’s Cradle; several figures
from the former still remain with the family, while a much later replica of The Mermaid’s Fountain,
cast in bronze in 1893, adorns Fountain Square in Larchmont, New York. In addition, around
1867 Ashburton commissioned Hosmer for a chimney piece for the drawing room at Melchet
Court depicting The Death of the Dryads, though this may never have been completed.  

Hosmer’s involvement in fountain sculpture may have paved the way for further such
commissions directed specifically toward her women colleagues. The most notable such work is
Emma Stebbins’s Bethesda Fountain, or Angel of the Waters, for New York’s Central Park, commis-
sioned in 1863 and installed a decade later. Almost as celebrated was Margaret Foley’s most elab-
orate sculpture, the fountain that was placed in the center of the Horticultural Building at the
1876 Philadelphia Centennial. Anne Whitney created a fountain of children, begun in 1887 and
finished four years later, a work exhibited at the Columbian Exposition in Chicago in 1893, while
a bronze replica was presented to the city of Boston and another to Newton, Massachusetts, erect-
ed in West Newton in 1903. Vinnie Ream designed a fountain of America for the state of
Missouri, supposedly set in a park in St. Louis, but this has not been located. And later, Blanche
Nevin sculptured a Horse Fountain for the city of Lancaster, Pennsylvania, where she resided most
of her later life.

Overall, Hosmer was America’s most famous woman sculptor of the nineteenth century,
truly the “leader of the flock.” While their number may seem limited compared to the many male
sculptors of their era, one might recall that, of the hundreds of women painters active in America
during the middle years of the nineteenth century, only one, Lily Martin Spencer, remains a fig-
ure of importance in the history of this country’s art, and even the recognition and significance
of Spencer’s paintings, purposefully domestic, is confined to her native land. For the middle years
of the nineteenth century, Hosmer’s international reputation became, and remains, unique.

praised the work, gleaming like gold in the sun. A number of the women sculptors of this group
received commissions for full-length portrait images of contemporary and earlier historical fig-
ures—Anne Whitney, Vinnie Ream, Emma Stebbins, and Blanche Nevin—commissions often
derided by their male contemporaries, artists and laymen, but Hosmer’s Benton remains one of
her most celebrated sculptures. It was also in 1868 that Hosmer created her only other full-length
likeness of a contemporary figure and this time still very much alive, depicting the tragic Maria
Sophia, the beautiful ex-queen of Naples, who was living in exile in Rome. The sculpture was
much praised in its own time, but, unlocated today, it may never have been realized in marble.
Having defended her realm against the forces of Garibaldi, Maria Sophia had earned the nick-
name of the “warrior queen,” and thus served as a suitable contemporary counterpart for
Hosmer’s Zenobia. Hosmer’s sympathy for the Royalist regimes which were overthrown in the
cause of a united Italy surely account for her increasingly lengthy visits to England, though she
maintained her studio in Rome. Her final historical sculpture and also her last was the 1892 fig-
ure of Queen Isabella of Spain, intended for the Columbian Exposition in Chicago in 1893 and
afterwards on view in San Francisco in the Mid-Winter Exhibition of 1893–1894, but though
exhibited, the work never proceeded beyond the plaster, and may have perished in the earth-
quake and fire of San Francisco in 1906.

The 1860s witnessed a decline in Hosmer’s output, though her work during the decade
experienced a number of interesting turns. One of her most successful pieces was The Sleeping
Faun, which was exhibited to acclaim at the Dublin International Exposition of 1865 and was
much replicated. A demure descendant of the famous and very erotic Barberini Faun of Antiquity,
it nevertheless revealed Hosmer’s total competency in the rendering of the male nude. Male ideal
figures, clothed or nude, were not nearly as common as were female images, but the male nude
was not a rarity in neo-classic sculpture. Perhaps more surprising is the choice of the nude male
figure among the women sculptors, though these were few in number. Still, both Emma Stebbins
and Anne Whitney created a standing figure of The Lotus Eater, again from a poem by Tennyson.
Hosmer created a companion sculpture of The Waking Faun in 1866, but it is unlocated today
and not known to have ever been successfully put into marble. The essence of Hosmer’s ideolo-
gy might be decoded in a comparison of her two sleeping figures—the Beatrice Cenci and The
Sleeping Faun. This goes beyond their obvious difference in gender, and also the distinction
between a real, historical figure and a mythological one. The Cenci is a heartrending image of a
bound young woman, clutching a rosary with a cross, one whose “salvation” lies in her faith in
the afterlife. The Faun is adorned with an infant satyr, a playful figure which renders the sculp-
ture more in the nature of a large and elaborate, frivolous “conceit.” Beatrice Cenci will wake and
arise only to certain mortal doom; the Faun will waken to another day of mischief and playful-
ness if he awakes at all; perhaps his dormancy is enduring if, in fact, his subsequent complement,
The Waking Faun, was never realized in marmoreal permanency, but remained in clay or plaster,
joining a marble replica of The Sleeping Faun in the collection of Lady Ashburton.

Hosmer’s friendship with Lady Marianne Alford, begun in the winter of 1860–1861, led
the artist into a new phase of her career, which impacted upon her sister sculptors as well. Lady
Alford became a major patron of Hosmer’s, but in addition to “set” pieces, she also commissioned
decorative and monumental works, including the Fountain of the Sirens, for her London home at
Prince’s Gate; Hosmer was working on this from 1861 to 1866. She had previously, in 1858,
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Hesper, The Evening Star, 1852
Marble • 24” height
Signed and dated (verso): “Harriet Hosmer”

PROVENANCE

Collection 
Present Owners
Watertown Free Public Library, Watertown, MA
Gift of Mrs. Mary Emerson Mead, 1913 
Previous Owners
Mary Coolidge, Boston, MA
Dr. Julian Mead, Watertown, MA, 1912

Exhibitions
Cotton’s Bookstore, Boston, Massachusetts, 1852
Watertown Free Public Library, Watertown, MA,
1923–present

Hesper, The Evening Star is Hosmer’s first original
sculpture. She modeled and carved it upon her
return home to Watertown from the St. Louis
Medical College after having successfully obtained
her certificate in anatomy. Hosmer sculpted Hesper
in the backyard studio shed her father built for her
behind their home on the Charles River.
Hesperus in Classical Mythology was the son or
brother of Atlas. Hesperus was the first to climb
Mount Atlas to watch the stars and was swept away
by a storm, disappearing without a trace. It is
believed he was transformed into the friendly
evening star, which brings the peace of night.
Hosmer’s Hesper was certainly inspired by the
British romantic poet Tennyson’s 1850 poem, “In
Memoriam,” which she had memorized.

“Sad Hesper o’er the buried sun
And ready, thou, to die with him,
Thous watchest all things ever dim
And dimmer, and a glory done.”

In Hosmer’s sculpture, Hesper has a long oval face
with droopy eyelids that appear almost closed. Her
gaze is lowered. Her shoulders slope downward in
a relaxed state and a crescent moon frames her bare
chest. The moon’s pointy tips contrast the soft

heavy weight of Hesper’s breasts. Her hair is intri-
cately knotted and twisted with carved stars, shells,
and poppies intertwined throughout. These fore-
shadow the crowns and diadems to come in later
works. While some art historians have called this
work clumsy, two photographs of this bust and a
certificate in anatomy are what convinced John
Gibson, the leading neo-classical sculptor living in
Rome, to take Hosmer on as his only pupil.
The sleep of night and the eternal sleep of death.
Although death was a popular artistic and literary
subject in the nineteenth century, and played a cen-
tral and formative role in Hosmer’s life, her subject
choice of Hesper seems to be unique.    

HESPER, THE EVENING STAR

2007
watercolor on paper • 15 x 12 in.
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Doctor McDowell, 1852
Marble • Medallion life-size
Signed and dated (verso): unknown

PROVENANCE

Collection 
Present Owners
Unknown
Previous Owners
Dr. Joseph McDowell, St. Louis, MO

Exhibitions
St. Louis Medical College, St. Louis, MO, 1859

This is the first portrait of one of many men who had
a profound impact on Hosmer’s professional life. 
Knowledge of anatomy was mandatory for a sculp-
tor in the nineteenth century. But women were pro-
hibited from attending college. Hosmer’s childhood
friend and classmate from Mrs. Sedgwick’s school in
Lenox, Massachusetts, Cornelia Crow, told her
father, Wayman, a wealthy merchant in St. Louis,
about Hosmer’s predicament. When he heard that
Harvard University wouldn’t admit Hosmer, he
made arrangements for Hosmer to study anatomy
with Dr. Joseph Nash McDowell in St. Louis.
McDowell was the director of the new St. Louis
Medical College and he allowed Hosmer to sit in the
back of the room in his anatomy classes.
Once Hosmer successfully completed the course-
work with a “diploma of proficiency” she carved
this marble medallion and sent it to Dr. McDowell
as a token of gratitude. The sculpture’s location is
unknown today and no photographs of it are
known to exist.

DOCTOR MCDOWELL

2007
watercolor on paper, 12 x 15 in.
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Daphne, 1854
Two known versions
Marble • 27.5 x 19 5/8 x 12”
Signed and inscribed (verso): “Harriet Hosmer/
Fecit Romae”

PROVENANCE

Collection
a. Present Owners

27 1/2 x 19 5/8 x 12 1/2” 
The Metropolitan Museum of Art, New York
Morris K. Jessup Fund, 1973 
1973.133
Previous Owners
Clifford O. Devine, New York, NY, 1971
Mrs. Samuel Appleton, Boston, MA

b. Present Owners
26 1/2 x 19 1/2 x 13 1/2”
Mildred Lane Kemper Art Museum, St. Louis, MO
Gift of Wayman Crow, Sr., 1880
WU 579
Signed and inscribed (verso into stone pedestal):
“HARRIET HOSMER / SCULPT. / ROME” 
Previous Owners
Wayman Crow, St. Louis, MO, 1880

Exhibitions
Boston, MA, 1853
Mercantile Library, St. Louis, MO, 1857–1888
Washington University Gallery of Art, St. Louis,
MO, 1939, 1940, 1961, 1966
Heritage Show. St. Louis Artists’ Guild, Webster
Groves, MO, 1963
The White, Marmorean Flock: Nineteenth Century
American Neoclassical Sculptors. Vassar College
Art Gallery, Poughkeepsie, NY, 1972
200 Years of American Sculpture. Whitney
Museum of American Art, New York, NY, 1976
Beginnings: The Taste of the Founders. Washington
University Gallery of Art, St. Louis, MO, 2000
Currents of Change: Art and Life Along the
Mississippi River, 1850–1861. Minneapolis
Institute of Arts, Minneapolis, MN, 2004 
Harriet Goodhue Hosmer. Mildred Lane Kemper

Museum, St. Louis, MO, 2008
American Wing, Metropolitan Museum of Art,
New York, NY, 1986–present

Daphne is Hosmer’s first original “ideal” sculpture
and the first sculpture Hosmer made in Rome at the
beginning of her forty some year career there.
In Classical Mythology and Ovid’s Metamorphoses,
the nymph Daphne vowed perpetual virginity and
renounced the love of the god, Apollo. Still, Apollo
relentlessly pursued her. At the moment he almost
apprehends Daphne, she begs her father, Zeus, to
save her and he turns Daphne into a laurel tree.
Hosmer’s chaste Daphne is solemn, quiet. She mod-
estly averts her eyes. The bay of laurel not only
frame her breasts and shoulders, but contains and
restricts her whole being.
Although Daphne was a popular theme for artists it
held specific importance for Hosmer, who had
denounced marriage: 

“You see, everybody is being married but myself. I
am the only faithful worshipper of Celibacy, and her
service becomes more fascinating the longer I
remain in it. Even if so inclined, an artist has no
business to marry. For a man, it may be well enough,
but for a woman, on whom matrimonial duties and
cares weigh more heavily, it is a moral wrong. I
think, for she must either neglect her profession or
her family, becoming neither a good wife and moth-
er nor a good artist. My ambition is to be the latter,
so I wage eternal feud with the consolidating knot.”
Letter to Wayman Crow dated August 1854

Although Hosmer never married, she had signifi-
cant relationships with men, mostly father figures:
her own father, Dr. McDowell, Wayman Crow, and
John Gibson. The theme of transformation and
metamorphosis was a subject she continued to
mine throughout her career.

DAPHNE

2006 
watercolor on paper, 15 x 12 in. 
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The Clasped Hands of Robert Browning and Elizabeth
Barrett Browning, 1853

Ten known versions (probably more)
Bronze • 3 1/2 x 8 1/4” 
Signed, dated, and inscribed (on end of his wrist,
etched in the bronze): “HANDS – OF – ROBERT/
AND/Elizabeth Barrett Browning / cast By / Harriet
Hosmer / Rome 1853” Present Owner 

PROVENANCE

Collection
a. Present Owners

The Metropolitan Museum of Art, New York
Mrs. Frederick A. Stoughton Gift, 1986 
1986.52
Previous Owners
Kenny Galleries, 1986

b. Present Owners
3 1/2 x 8 x 4”
Armstrong-Browning Library, Baylor University,
Waco, TX, 1920 
Previous Owners
Harriet Hosmer 
Lilian Whiting, Boston, MA
Kate Field 

c. Present Owners
3 1/4 x 8 x 4 1/2”
Boston Public Library, Rare Book and
Manuscript Department, Boston, MA
G. Cab. 3. 79
Previous Owners
Boston Browning Society

d. Present Owners
3 1/4 x 8 1/4 x 4 1/2”
Newark Museum, Newark, NJ, 1976
Previous Owners
Mrs. J. G. Phelps Stokes, New York, NY

e. Present Owners
3 1/2 x 8 1/2”
Saint Louis Art Museum, St. Louis, MO
Gift of Mrs. Henry Cushman
28:1975

f. Present Owners

THE CLASPED HANDS OF ROBERT BROWNING

AND ELIZABETH BARRETT BROWNING

2006 
watercolor on paper, 12 x 15 in.
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1859
3 1/8 x 8 1/4 x 4 1/4” 
Wellesley College
Special Collections
Margaret Clapp Library, Wellesley, MA
Previous Owners
Mrs. Edward Ripley, Chicago, 1895
Mrs. Raphael Pumpelly 
Helen Temple Cooke

g. Present Owners
Plaster
3 x 8 x 4”
Schlesinger Library, Radcliffe College, Harvard
University, Cambridge, MA
Previous Owners
Harriet Hosmer 
Mrs. Cornelia Crow Carr, Cambridge, MA
Mrs. Delmar Leighton

h. Present Owners
Plaster
National Museum of Women in the Arts,
Washington, D.C.

i. Present Owners
3 1/2 x 8 1/4”
National Portrait Gallery, London, England
NPG 3165
Previous Owners
William Makepeace Thackeray
Hester Thackeray Fuller (granddaughter of
William Makepeace Thackeray)

j. Present Owners
3 1/4 x 8 1/4 x 4 1/4”
National Gallery of Art, Washington, D.C.
Gift in Honor of Margaret and Raymond
Horowitz 
2005.41.1
Previous Owners
Dr. and Mrs. William H. Gerdts, New York, NY

Exhibitions
Centenary of Life and Work of Elizabeth Barrett
Browning. St. Marylebone Public Library,
London, 1961
Women Artists of America. The Newark Museum,
Newark, NJ, 1965

Pine Manor Junior College. Chestnut Hill, MA,
1967
Browning Exhibition. St. Marylebone Public
Library, London, 1970
Browning Exhibition. Buckingham Palace Road
Library, London, 1970
The White, Marmorean Flock: Nineteenth Century
American Neoclassical Sculptors. Vassar College
Art Gallery, Poughkeepsie, NY, 1972
American Artists in Europe 1800–1900. Walker
Art Gallery, Liverpool, 1976–1977
Aspects of American Sculpture. Hecksher
Museum, Huntington, NY, 1983
American Bronze Sculpture: 1850 to the Present.
The Newark Museum, Newark, NJ, 1985
American Women Artists, 1830–1930. National
Museum of Women in the Arts, Washington,
D.C., 1987
Musée d’Orsay, Paris, 2002
Second Skin: Contemporary and Historical Live
Casting. Henry Moore Institute, Leeds, 2002
Hamburger Kunsthalle, Hamburg, 2002
Museo Vela, Ligornetto, 2002
Harriet Goodhue Hosmer. Mildred Lane Kemper
Museum, St. Louis, MO, 2008
Picturing America. The Newark Museum,
Newark, NJ, 2001–present
Metropolitan Museum of Art, New York, NY,
1986–present

Although nineteenth-century sculptors frequently
took orders for and produced multiple original mar-
ble sculptures from the same design, it wasn’t until
the mid-1850s that artists started casting multiple
replicas in bronze. This sculpture is Hosmer’s first
bronze. It is the only sculpture Hosmer created that
is a human fragment and the only finished work of
art she cast directly from her subject. The subjects
are her famous friends: the poets Elizabeth Barrett
Browning and Robert Browning. There are plaster
and bronze versions. Hosmer made a mould of their
joined hands from life, insuring the specificity of the
poets’ physiognomy. This is the antithesis of the neo-
classical ideal. “Bonded bronze” copies, otherwise

known as plaster knock offs, can still be purchased
in the Metropolitan Museum gift shop.
The Brownings were the most famous members of
the Anglo-American expatriate community of writ-
ers and artists that lived in Florence and Rome in
the nineteenth century. Hosmer met them during
her second winter in Rome and they became fast
friends. As major literary figures of their time—this
friendship was celebrated in their writing and let-
ters. Mrs. Browning wrote about Hosmer’s Medusa
in her novel, Aurora Leigh, and their correspon-
dence was lively.
The sculpture consists of Robert and Elizabeth’s
right hands, one hand clasping the other in the
symbol of marriage. Her small, frail hand with the
slightly swollen knuckles of a person older than her
forty-seven years is framed with a scalloped cuff of
a blouse. Robert’s hand is only slightly more impos-
ing. His fingers are larger and longer while his
thumb holds her hand firmly. They are not the pas-
sive loose grip of young love, but a pact, active, and
purposefully posed. Because the piece is relatively
small, lightweight, and three dimensionally com-
plete in the round, the owner can decide and place
almost any side down toward the base choosing
which of the hands is more dominant to the viewer.
The hands do not have the polished honed finish of
Hosmer’s marble surfaces. They are exactly how
they came out of the mold.
The work seems to do two things: celebrate hetero-
sexual love and publicize the friendship of the poets
and the artist.
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Medusa, 1854
Three known versions
Marble • 27 1/4 x 18 1/2 x 9”
Signed and inscribed (verso): “HARRIET
HOSMER/SCULPt/ROME” 

PROVENANCE

Collection
a. Present Owners

Detroit Institute of Arts, Detroit, MI
Founders Society Purchase
Robert H. Tannahill Foundation Fund, 1976
76.6
Previous Owners
Possibly Mrs. Samuel Appleton, Boston, MA,
1855–?
Possibly Mr. & Mrs. John Bullard, Brooklyn, NY,
1872
George William Curtis, Ashfield, MA, ?–1892
William C. Curtis, Ashfield, MA, 1892–1941
Ashfield auction house, 1942
New York Collector, 1942–1961 
John B. Friend, Shelburne Falls, NY, 1961–1971
Graham Williford, NY, 1971–1975
Shepherd Gallery, NY, 1975

b. Present Owners
27 1/4 x 21 x 9 1/2”
Minneapolis Institute of the Arts, Minneapolis, MN
The Walter C. and Mary C. Briggs Purchase Fund 
2003.125
Signed and inscribed (verso):
“HARRIETHOSMER/ROME” 
Previous Owners
Blue Hill Corporation, Kent, England,
1925–2000
Mr. D. Hall, Kent, England, 2000–2002
Acquired from Conner/Rosenkranz American
Sculpture, New York, NY

c. Present Owners
27 1/2 x 19 x 9 1/2”
Hood Art Museum, Dartmouth College,
Dartmouth, NH
Purchased through a Gift from Jane and 

W. David Dance, Class of 1940
S.996.24
May 22, 1996 (Sotheby’s, Sale 6854, lot 108) 
Signed and inscribed (verso): “HARRIET
HOSMER / SCULPt [“t” is above horizontal line
and two periods] / ROME”
Previous Owners
A.L. Burgress, Mt. Holly, NJ, 1968 
Mr. and Mrs. Bullard, Brooklyn, NY, 1872 
Mr. and Mrs. Drew Peters, Sarasota, FL, 1980

Exhibitions 
Boston, MA, 1853
London International Exhibition, London, 1862
The White Marmorean Flock: Nineteenth Century
American Women Neoclassical Sculptors. Vassar
College Art Gallery, 1972
December Treasure of the Month. Museum of Fine
Arts, Saint Petersburg, FL, 1992
Hood Museum of Art, Dartmouth College,
Hanover, NH, 1997, 2004, 2005–2007
National Gallery of Ireland, Dublin, Ireland,
2002
Van Gogh Museum, Amsterdam, The
Netherlands, 2002–2003
Musée d’Art Americain, Giverny, France, 2003
Phoenix Art Museum, Phoenix, AZ, 2003–2004
Currents of Change: Art and Life Along the
Mississippi River 1850–1861. Minneapolis
Institute of Arts, Minneapolis, MN, 2004  
San Diego Museum of Art, San Diego, CA, 2004
American Beauty: Paintings and Sculptures From
The Detroit Institute of Arts. The Detroit Institute
of Arts, Detroit, MI, 2002–2005
Milwaukee Art Museum, Milwaukee, WI,
2004–2005
Frick Art & Historical Center, Pittsburgh, PA,
2005
Critical Faculties: Teaching with the Hood’s
Collections. Hood Museum of Art, Dartmouth
College, Hanover, NH, 2005
American Art at Dartmouth: Highlights from the
Hood Museum of Art. Hood Museum of Art,
Dartmouth College, Hanover, NH, 2007

MEDUSA

2006 
watercolor on paper, 15 x 12 in. 
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Medusa is Hosmer’s first commissioned sculpture,
her third consecutive female bust; her second bust
with the theme of metamorphosis and the compan-
ion to her Daphne (1853). All have exposed breasts.
In Greek Mythology, Medusa was the only mortal
and the most beautiful of the three Gorgon sisters.
After angering Athena by having an affair with
Poseidon, Athena retaliated and transformed
Medusa into a repulsive being with snakes for hair
along with a powerful gaze that literally petrified
men, turning them to stone. Perseus decapitated
Medusa to protect his mother, Danae, from King
Polydectes. Once beheaded, two beings were born
from her neck: Chrysaor and Pegasus. 
Hosmer’s depiction of Medusa with its neo-classical
restraint and attractive face is in stark contrast to
Bernini’s baroque caricature (1644–1648), com-
plete with a swarm of writhing snakes on her head,
still on view at the Musei Capitolini in Rome.
Hosmer challenges this dominant, and perhaps
male, visual and literary tradition by invoking the
alternate story of Medusa. Hosmer was undoubted-
ly aware of the serene Rondanini Medusa, a Roman
copy of a classical work from the fifth century BCE

which provided an alternative interpretation of the
myth, more in line with Hosmer’s.
Hosmer portrays Medusa not simply as beautiful
but sympathetic as well. Her head is tilted back and
up. She is looking away, not directly at the viewer.
We are watching her gaze and yet, while she is per-
forming this, her most powerful activity, her chest
and breasts are left vulnerable and exposed. Her
shoulders are relaxed, her truncated arms end dis-
creetly at her deltoids. They are slightly pushed
back, placing her chest forward facing the viewer,
unguarded with a decorative knot of two snakes
joining delicately under her breasts. Behind her
undulating locks of hair are hidden two wings that
reference her most famous offspring, Pegasus. By
depicting Medusa in her pre-decapitated state, her
head firmly attached to her body, Hosmer stresses
her humanity. The wings allude to her fate, the final
chapter in her metamorphosis.

Puck, 1855
Twelve known versions (probably at least thirty)
Marble • 30 7/8 x 15 1/2 x 19 3/4”
Signed and inscribed (verso): “HARRIET HOSMER
FECIT – ROMAE” 

PROVENANCE

Collection 
a. Present Owners

1856
Chrysler Museum of Art, Norfolk, VA
Gift of James H. Ricau and Museum Purchase, 1986 
86.471
Previous Owners
James H. Ricau, Piermont, NY, 1964
Louis Joseph, Boston, MA

b. Present Owners
30 1/2 x 16 5/8 x 19 5/8”
1856
Smithsonian American Art Museum, Washington, D.C.
Gift of Mrs. George Merrill
Signed, and inscribed and dated (on base, recto):
“HARRIET HOSMER, Sculp. 1856”
1918.3.5
Previous Owners
Mrs. Smith-Cliff, NY
Mrs. George Merrill Washington, D.C. 

c. Present Owners
Watertown Free Public Library, Watertown, MA
Gift of Rev. Joseph L. Curran, in memory of
Katherine M. Bell, 1992
Previous Owners
Rev. Joseph L. Curran, Watertown, MA

d. Present Owners
Lenox Library Association, Lenox, MA
Gift of Harriet C. Weed, Newburgh, NY, 1952
Previous Owners
Edward Hubert Litchfield, MI
Parke Bernet Galleries New York, NY, 1951

e. Present Owners
34 x 14 x 20”
Art Gallery of New South Wales, Sydney, Australia
Bequest of Judge Josephson, 1892

1167
Signed and inscribed (on base, verso): “HARRIET
HOSMER/ROMA”
1918.3.5
Previous Owners
Judge Joshua Frey Josephson, 1892 

f. Present Owners
Senate Chambers of Barbados, Bridgetown, Barbados
Inscribed: “Presented to the colony of Barbados
by Lady Briggs in Memory of her husband Sir
Thomas Graham Briggs, Bart.”
Previous Owners
Lady Briggs, 1918

g. Present Owners
Walker Art Center, Liverpool, England

h. Present Owners
National Portrait Gallery, London, England
1976
WAG 9117
Previous Owners
Prince of Wales

i. Present Owners
Borough Museum, Kendal, England
Signed and inscribed: “H Hosmer Fecit Romae”
Gift of Mr. Jacob Wakefield, Sedgwick House, 1948

j. Present Owners
31 x 14 x 17 1/2”
Signed and inscribed (base verso): “H Hosmer/Rome”
The Huntington Library, Art Collections, and
Botanical Gardens, San Marino, CA
Purchased with funds from the Virginia Steele
Scott Foundation
91.255
Previous Owners
R.A. Carter, Los Angeles, CA
JoAnn & Julian Ganz Jr., Los Angeles, CA,
1979–1989

k. Present Owners
1856
31 x 13 1/2 x 20”
Signed and inscribed (verso): “HARRIET
HOSMER FECIT. ROMAE.” 
(on integral base, recto): “PUCK.”
Forest Hills Cemetery and the Forest Hills

PUCK

2007
watercolor on paper, 15 x 12 in. 
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Educational Trust, Boston, MA
Previous Owners
Purchased at Skinner’s auction 1990

l. Present Owners
1856
31 x 13 1/2 x 20”
Signed and inscribed (verso): “HARRIET
HOSMER FECIT. ROMAE.” 
(on integral base, recto): “PUCK.”
Dr. and Mrs. William H. Gerdts, New York, NY
Previous Owners
Purchased from Post Road Gallery, Larchmont,
NY, 2003

Exhibitions
Boston Athenaeum, Boston, MA, 1857
London International Exhibition, London, 1862
National Academy of Design, New York, NY, 1865
19th-Century America: Paintings and Sculptures. The
Metropolitan Museum of Art, New York, NY, 1970
An American Perspective: 19th-Century Art from the
Collection of Jo Ann and Julian Ganz, Jr. National
Gallery of Art, Washington D.C. (traveled to Amon
Carter Museum, Fort Worth, TX and Los Angeles
County Museum of Art, Los Angeles, CA), 1982
Images of Innocence: The Child in American Art.
Smithsonian American Art Museum, Washington,
D.C., 1987–1990 
The Ricau Collection. The Chrysler Museum,
Norfolk, VA, 1989
Rave Reviews: One Hundred Years of Great American
Art. National Academy of Design, New York, NY
(traveled to Gilcrease Museum, Tulsa, OK), 2000–2001
Young America: Treasures from the Smithsonian
American Art Museum. Smithsonian American Art
Museum, Washington, D.C., 2000–2003

Puck is Hosmer’s first “fancy piece” or “conceit,” as such
work was known in the nineteenth century. It was a ter-
rific financial success at the time, selling for
$500–$1,000. Hosmer said it was worth its weight in
silver. She is reported to have made thirty of them. But,
she probably rounded down, insuring their value.
Based on Shakespeare’s A Midsummer Night’s Dream,
Puck, also known as Robin Goodfellow is: 

“that shrewd and knavish sprite
Call’d Robin Goodfellow: are not you he
That frights the maidens of the villagery;
Skim milk, and sometimes labour in the quern
And bootless make the breathless housewife churn;
And sometime make the drink to bear no barm;
Mislead night-wanderers, laughing at their harm?
Those that Hobgoblin call you and sweet Puck,
You do their work, and they shall have good luck:
Are not you he?”

An art historical reference in Hosmer’s piece include
Roman copies of Greek Hellenistic sculptures of
children, especially Spinario’s Boy with a Goose that is
in the Vatican Museum collection. The idea to neu-
tralize a potentially dangerous subject by depicting
Puck as more of a child than a sexualized adolescent,
may have originated with Sir Joshua Reynold’s paint-
ing Puck for the Boydell Shakespeare Gallery. In it,
Puck is a literal babe in the woods, depicted seated
on a mushroom with arms playfully raised.
Hosmer’s Puck sits on a toadstool. He is a prankster, a
woodland sprite with abundant folds of baby flesh cry-
ing out to be squeezed. He is seated on his mushroom
throne getting ready to pitch a beetle at the viewer with
his right hand and tries to hold a lizard, its tail climb-
ing up his forearm, in his left. He wears a seashell for a
hat, his curling locks of hair wave. Two nearly translu-
cent bat wings attach to his back. Puck’s chubby legs
are crossed, eclipsing/obscuring a clear view of his
decidedly infant-sized penis. The crossed legs for mod-
esty were in keeping with the decorum of Hosmer’s
era. His big toe on his right foot points up, almost ask-
ing to be pulled. The variety of textures of the foliage
growing underneath him is impressive and varied.
Clusters of smaller mushrooms, acanthus leaves, and
flowers change slightly in arrangement from sculpture
to sculpture, but Puck himself remains constant.
Perhaps Hosmer sculpted a baby boy (albeit of the
fairy tale or myth) so she might be viewed as accept-
ing her proper role—that of mother. This would
counter-balance her more powerful, even proto-fem-
inist, depictions of independent women. She even
referred to Oenone and Puck as mother and son.
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Oenone, 1854–1855
Marble • 33 3/8 x 34 3/4 x 26 3/4”
Signed and inscribed (on base, recto): “OENONE   
(on base, verso): HARRIET HOSMER / FECIT ROME” 

PROVENANCE

Collection
Present Owners
Mildred Lane Kemper Art Museum, St. Louis,
MO
Gift of Wayman Crow, Sr., 1885
WU 3783
Previous Owners
Wayman Crow Sr., St. Louis, MO, 1885

Exhibitions
Four Centuries of American Art. Minneapolis
Institute of Arts, Minneapolis, MN, 1964
The White, Marmorean Flock: Nineteenth Century
American Neoclassical Sculptors. Vassar College
Art Gallery, Poughkeepsie, NY, 1972
Nature and the Figure. Washington University
Gallery of Art, St. Louis, MO, 1983
Nineteenth-Century Art from the Collection.
Washington University Gallery of Art, St. Louis,
MO, 1986
Beginnings: The Taste of the Founders. Washington
University Gallery of Art, St. Louis, MO, 2000
Collecting Patterns. Washington University
Gallery of Art, St. Louis, MO, 2003
Harriet Goodhue Hosmer. Mildred Lane Kemper
Museum, St. Louis, MO, 2008

Oenone is Hosmer’s first full-size figure. It was com-
missioned by Wayman Crow.
In Greek Mythology, Oenone was a shepherdess
(nymph) from Mount Ida and the bride of Paris.
When Paris abandoned Oenone for Helen of Troy,
Oenone told him that if he were wounded he would
have to return to her because she was the only one
who could heal him. In exchange for her virginity,
Apollo had given her the knowledge of medicine.
Paris was wounded and returned to Oenone, who
in anger refused to heal him. Repentant, she

changed her mind too late. When she heard that
Paris had died, she was so overcome with grief and
remorse that she committed suicide.  
The visual precedent for Hosmer’s Oenone subject
could have been the Roman copy of the Greek
Hellenistic statue Nymph with Shell that was in
Palazzo Borghese and now in the Louvre Museum.
The seated nymph pose is similar to Hosmer’s. The
literary inspiration would have been Tennyson’s
poem “Oenone,” which was well known at the time.
Hosmer focuses on an earlier moment in the story,
the abandonment of Oenone. Betrayed and reject-
ed, Oenone is classically seated and half naked. She
gazes down at her unused shepherd’s staff. Her
body is heavy with sadness; one arm braces and
supports her upper torso. Her rivulets of hair are
pulled back in a bun. Her head is reminiscent of
Hosmer’s idealized head of Daphne. One foot and
one hand extend past the base of the statue.
Hosmer’s displeasure over her close friend, Cornelia
Crow’s marrying to Lucien Carr, probably fueled the
inspiration for this work. Hosmer felt betrayed and
abandoned herself, and communicated these feel-
ings in letters to Cornelia. It is unlikely that it was a
coincidence that she decided to make this particu-
lar sculpture when Cornelia’s father, Wayman Crow,
commissioned a full figure from her. Since Hosmer
designed this piece destined for the Crow home, it
is clear that she was injecting her specific content
into her aesthetic choices.

OENONE

2006 
watercolor on paper, 12 x 15 in.
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Beatrice Cenci, 1856
Marble • 24 x 64 x 23 1/2”
Signed and inscribed (verso, lower center, carved in
marble): “Harriet Hosmer sculpsit Romae” 

PROVENANCE

Collection 
a. Present Owners

St. Louis Mercantile Library, University Missouri,
St. Louis, MO
M266.1856.001
Previous Owners
Commissioned for the St. Louis Mercantile Library 

b. Present Owners
17 3/8 x 42 8/7 x 17 1/4” 
Signed (on base, verso): “HARRIET HOSMER ROMA”
Art Gallery of New South Wales, Sydney, Australia
Previous Owners
Judge Joshua Frey Josephson, 1892

Exhibitions
Royal Academy of Arts, London, 1857
English Art Exhibition, NY Academy of Design,
New York, NY, 1857
St. Louis Mercantile Library, St. Louis, MO,
1857–present

Beatrice Cenci is Hosmer’s first full-size work of a
historic figure. 
Beatrice Cenci (?–1599) was, by all accounts including
legal, sexually abused by her notorious father, Count
Francesco Cenci, who also treated her siblings and his
wife intolerably. Count Cenci was already sentenced to
death three times for sodomy. But he bribed Pope
Clement VIII (1592–1605) and remained free.
Beatrice conspired with her brothers and stepmother
to end their abusive relationship with the Count by
hiring two men to kill him. They drugged Count
Cenci and led him out onto a sabotaged balcony,
where he plunged to his death. Beatrice, her step-
mother, and brothers were put on trial. Many citizens
and prominent Italians unsuccessfully petitioned for
their release. The Pope sided with the Count, perhaps
because he wanted the large Cenci estate. The entire

family was sentenced to death. Giacomo was drawn
and quartered. Beatrice and her stepmother were
beheaded. The youngest brother’s life was spared, but
the Church took the Cenci estate.
The scandalous story struck a chord with the eighteenth-
and nineteenth-century artists and writers, most famous-
ly Percy Bysshe Shelley’s “The Cenci” (1819), with
which Hosmer certainly would have been familiar:

“No, Mother, we must die:
Since such is the reward of innocent lives;
Such the alleviation of worst wrongs.
And whilst our murderers live, and hard, cold men,
Smiling and slow, walk thro’ a world of tears
To death as to life’s sleep; ’twere just the grave
Were some strange joy for us. Come, obscure Death,
And wind me in thine all-embracing arms!
Like a fond mother hide me in thy bosom,
And rock me to the sleep from which none wake.”

An aesthetic influence for Hosmer’s Cenci was Guido
Reni’s famous portrait of Cenci, painted from life while
Cenci was awaiting execution in her Castel Sant’Angelo
cell. The painting hung in the Palazzo Barberini which
Hosmer frequented. Many copies of this very popular
painting were widely circulated and collected. 
Hosmer’s Cenci is a beautiful young woman laying
down in a childlike pose with the diaphanous folds
of drapery sensually clinging to her adolescent
body, her curling locks of hair cascading down her
back. Hosmer blends a girl/woman ideal and
emphasizes her vulnerability. Her limp hand can
barely hold her rosary. Her eyes are closed and she
appears peacefully asleep. Cenci is portrayed in her
dungeon, as evidenced by the ringbolt attached to
her prison block, which supports her torso. The
execution is imminent and she is at peace.
The dominant theme of a power struggle between a
daughter and a father in which the daughter resists
being controlled, resonated strongly with Hosmer.
Her own father had just stopped his financial sup-
port. It is interesting then that Hosmer chose to
heroicize a young woman convicted of patricide.
The immense popularity of the story would also
guarantee the sculpture’s success.

BEATRICE CENCI

2007
watercolor on paper, 12 x 15 in.
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Lady Constance Talbot, 1857
Marble bas-relief • Medallion 15” circa diameter
Signed and dated (verso): unknown

PROVENANCE

Collection
Present Owners
Watertown Free Public Library, Watertown, MA
Gift of Harriet Hosmer Carr, 1923
Previous Owners
Harriet Hosmer Carr

Exhibitions
Watertown Free Public Library, Watertown, MA,
1923–present

This is the only known Hosmer medallion that is a
bas relief portrait of a woman. 
Lady Constance Talbot was a British aristocratic
friend of Hosmer’s. She was the granddaughter of
Lady Marion Alford, who was one of Hosmer’s
lovers and also one of her biggest collectors.  
The medallion is delicately carved. Talbot’s face is
calm, she looks to the right. Her long hair is neatly
curled into a bun that is held in a decorative hair-
net. It is impressive how much depth and volume
Hosmer conveys in a piece of marble that is only
one inch thick.
While most artists continually created lucrative por-
trait busts and medallions throughout their career,
Hosmer seems to only have made them for people she
deeply cared for: Dr. McDowell, John Gibson,
Wayman Crow, and this one of Lady Constance Talbot. 

LADY CONSTANCE TALBOT

2007
watercolor on paper, 12 x 15 in.
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Tomb of Judith Falconnet, 1857–1858
Marble • Life-size

PROVENANCE

Collection 
Present Owners  
Church of Sant’Andrea della Fratte, Rome
Signed and dated (verso): “Harriet Hosmer Fecit
Romae”
Inscribed on marble shelf (verso): “IN
MEMORIAM JUDITH DE PALEZIEUX
FALCONNET MDCCCLVL”

Exhibitions
Church of Sant’Andrea della Fratte, Rome,
1857–present

The Tomb of Judith Falconnet is the first artwork by
an American artist, male or female, permanently
installed in a Roman Church, Sant’Andrea della
Fratte, and the only example of funerary art in
Hosmer’s oeuvre. Because Hosmer was raised
Protestant, it was unusual for a non-Catholic to
receive a commission for a Catholic tomb. It was
even more unusual that a woman was commis-
sioned at the time. Commissions for churches were
not only the most prestigious, publicly and eternal-
ly on view, but also the most lucrative. 
Ms. Falconnet’s identity, cause of death, and the
explanation for the location of the tomb in the
church are unknown. The church served a largely
non-Italian congregation. Ms. Falconnet’s mother
was English and historians have speculated that
John Gibson may have played a role in securing the
commission for Hosmer. 
The tomb is one of thirty-five monuments to the
dead in the seventeenth-century church designed
by Boromini. Hosmer’s statue is located in the St.
Francis de Sales Chapel, the third chapel on the
right. The chapel has a central polychrome altar, an
eighteenth-century altarpiece, and a seated life-size
marble effigy of Cardinal Pier Luigi Carafa on the
left wall with two winged skulls in the corners. On
the right wall above eye level is Hosmer’s white

marble tomb sculpture of sixteen-year-old Judith de
Palezieux Falconnet. An arched background panel
of darker marble contrasts with the virginal figure
that lies on a Roman day bed, as if taking a nap. Her
simple nightgown has horizontal geometric folds;
one hand holds a rosary, and the other rests by her
side. Her legs are chastely crossed. Her eyes, which
are barely formed, blur the boundary between sleep
and death. It is rare to depict a solitary female fig-
ure, especially an adolescent, without parents or
spiritual attendants that might assist in the trans-
port from earthly to spiritual life. Hosmer’s spiritu-
alism and neoclassical tenants of restraint reject
baroque depictions of religious ecstasy. In their
place is a minimalist transition from this life to the
next. The dignified simplicity of the tomb is devoid
of the ornamentation of renaissance tombs and con-
trasts with the baroque expressionism of the St.
Francis de Sales Chapel and the entire church. 
Death was not an abstraction for Hosmer. Her
mother and three siblings had died of consumption
by the time she was twelve years old. Her sister
Helen died at fourteen, when Hosmer  was twelve.
A little more than a decade later Hosmer was sculpt-
ing the dead body of a sixteen-year-old girl. This
undoubtedly contributed to the solemnity and dig-
nity of her design.

TOMB OF JUDITH FALCONNET

2006 
watercolor on paper, 12 x 15 in.
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Will-o’-the-Wisp, 1856 
Three known variations, 1856, 1858, and 1864, 
five known versions 
Marble • 33 3/4 x 16 3/4 x 18 1/8”
Signed and inscribed (base, carved in marble):
“Harriet Hosmer Roma”

PROVENANCE

Collection 
First Variation
a. Present Owners

1858
Signed and inscribed (base, recto): “Will-O-The-
Wisp”
(base, verso) “HARRIET HOSMER FECIT-ROMA”
Chrysler Museum, Norfolk, VA
Gift of James H. Ricau and Museum Purchase,
1986
86.472
Previous Owners
Private Collection, New York, NY
Raymond’s Antiques, Alexandria, VA, 1970
Giacomo P. d’Avanzo, 1971
Skinner’s Bolton, MA, 1982
Hirschl & Adler Galleries, New York, NY, 1982
Private Collection, 1984
James H. Ricau, Piermont, NY, 1984

b. Present Owners
1858
32 1/2 x 16 3/4 x 17”
Signed and inscribed (base, verso): “HARRIET
HOSMER FECIT ROMAE”
Smithsonian American Art Museum,
Washington, D.C.
Museum Purchase, 1987
Previous Owners
Daniel B. Grossman, Inc. Fine Art, New York, NY
Robert W. Skinner Galleries, Bolton, MA
Collection Eloise Green, MA
Collection Clark L. Green, Ashby, MA 

c. Present Owners
Signed and inscribed (base, recto): “Will-O-The-
Wisp” 

Watertown Free Public Library, Watertown, MA
Gift of Watertown Library Trustees and Friends,
1992

Second Variation
d. Present Owners

1856
Previously known as “Baby Faun and Owl” and
“Puck and the Owl”
35 1/2 x 21 1/2 x 15 1/4” 
Boston Athenaeum, Boston, MA, 1876
UH22
Previous Owners
Hannah F. (Sawyer) Lee, Boston, MA
Julia Bryant (Mrs. Charles J.) Paine, Boston, MA

Third Variation 
e. Present Owners

1864
31 7/8 x 17 3/8 x 23 1/4”
Signed and inscribed (base, recto): “Will-O-The-
Wisp” 
Chrysler Museum, Norfolk, VA
Gift of James H. Ricau and Museum Purchase,
1986
86.472
Previous Owners
Elmo Avet, New Orleans, LA
James H. Ricau, Piermont, NY, 1986

Exhibitions
The Annual Exhibition of Paintings and Statuary, at
the Athenaeum Gallery. Boston Athenaeum,
Boston, MA, 1866, 1867
A Climate for Art. Boston Athenæum, Boston,
MA, 1980
Lines of A Different Character: American Art from
1727 to 1947. Hirschl & Adler Galleries, New
York, NY, 1982–1983
Images of Innocence: The Child in American Art.
Smithsonian American Art Museum,
Washington, D.C., 1987–1990
The Ricau Collection. The Chrysler Museum,
Norfolk, VA, 1989
Young America: Treasures from the Smithsonian
American Art Museum. TOUR, Smithsonian American
Art Museum, Washington, D.C., 2000–2003

WILL-O’-THE-WISP

2007 (p. 49), 2006 (p. 50), and 2007 (p. 51)
watercolor on paper, 15 x 12 in. 
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Seen But Not Heard: Images of Children from the
Collection of the Boston Athenaeum. Boston
Athenaeum, Boston, MA, 2004
Acquired Tastes: 200 Years of Collecting for the Boston
Athenaeum. Boston Athenaeum, Boston, MA, 2007

The second of Hosmer’s fancy pieces, Will-o’-the-
Wisp, was made as a companion for her very suc-
cessful Puck. Also inspired by Shakespeare’s A
Midsummer Night’s Dream, Will is a marshland fairy
who could adopt a phosphorescent glow and had a
habit of scaring lost travelers.
Hosmer created three variations on this theme.
In the first variation, the cherubic winged sprite sits
on a skunk cabbage patch. The turtle below refer-
ences the swampy home. The torch he holds and the
owl a top his head reference his nocturnal habits.
In the second variation, Hosmer inverts the previ-
ous forms. The little baby has grown up into a
young child, the cabbage patch has disappeared
and been replaced with a large owl which he strad-
dles. The scale shift creates an uneasy juxtaposition.
The previously large bat wings have shrunken and
moved onto his curly head. The torch is now low-
ered and seems less threatening.
It seems Hosmer wasn’t satisfied with the second
design because in the third variation she returned to
abundant foliage supporting Will, this time robust
acanthus leaves. Will still has the baby’s body, his
streamlined facial features appear more specific and
less ideal. The torch has been replaced by a swirl of
hair coifed into flames, and the large bat wings have
returned to his back. He looks to the right and
points to the left as if he just spied his next victim.
He is poised to swing into action. The variety of
foliage and range of textures gives Hosmer an
opportunity to exhibit her virtuosic carving skills. 
Although Will-o’-the-Wisp, all three variations,
never duplicated the critical or financial success of
Puck, Hosmer explored a more complex character,
one slightly malevolent in nature.
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The Fountain of the Hylas and the Water Nymphs, 1858
Marble • Height: unknown
Signed and inscribed (verso): unknown

PROVENANCE

Collection 
Present Owners
Probably destroyed
Previous Owners
Unknown

Exhibitions
None, it was a domestic commission

Female sculptors seem to have been commissioned
most frequently to create domestic architectural ele-
ments (fountains, gates, and fireplace mantles) for
aristocratic homes. One of the most famous foun-
tains of the time was Angel of the Waters, otherwise
known as Bethesda Fountain, in Central Park, creat-
ed in 1871. Not so famous is the name of the artist
who made it, Hosmer’s friend, Emma Stebbins.
Hosmer designed four fountains.
The Fountain of the Hylas and the Water Nymphs was
the first in 1858, The Fountain of the Siren was sec-
ond in 1861, and The Triton and its companion, The
Mermaid’s Cradle, in 1892. They were realized in
stone and bronze.  
No photograph of the work survives. Its location is
unknown and it is thought to have been destroyed. It
was recorded to still be in Hosmer’s studio in 1861.
In Bolton’s Lives of Girls Who Became Famous it is
described as a work with “dolphins sprouting jets on
the lower basin, and a youthful Hylas in the upper,
surrounded by the admiring nymphs who would
soon draw him into the water and drown him.”
Hosmer would utilize dolphin imagery in other
fountain designs. These water mammals, with their
graceful leaps and playful splashing, seem appropri-
ate subjects for lavish fountains. But, in Greek and
Roman Mythology they had another meaning.
Dolphins were spirits who guided souls to the
underworld and paradise. 

THE FOUNTAIN OF THE HYLAS

AND THE WATER NYMPHS

2007
watercolor on paper, 15 x 12 in. 
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Zenobia, 1859
Four known versions (full size, 2/3rd size, full size
bust, 2/3rd bust, possibly eight)
Marble • 82 x 26 1/2 x 31”
Signed and inscribed (carved base, verso):
“HARRIET HOSMER ME SCULPSIT ROMAE”

PROVENANCE

Collection
a. Present Owners

Full figure version 
Huntington Library, Art Collections, and
Botanical Gardens, San Marino, CA
Purchased with funds from the Virginia Steele
Scott Foundation 
2007.26
Previous Owners
Mr. Almon Griswold, New York, NY, 1864
Sotheby’s, London, 2007

b. Present Owners
49 x 16 x 21” 
Signed and inscribed (on base): “Harriet Hosmer
Fecit Romae”
Wadsworth Athenaeum, Hartford, CT
1900.8
Previous Owners
Mrs. Josephine M. J. Dodge, New York, NY

c. Present Owners
44 1/4 x 14 x 18” 
Saint Louis Museum of Fine Arts, Saint Louis, MO
American Art Purchase Fund 
19:2008
Previous Owners
Mr. Robert W. Emmons, Boston, MA 

d. Present Owners
34 x 22 1/5 x 12 1/3” (bust)
Signed and inscribed (verso): “Harriet
Hosmer/Fecit Romae”
Art Institute of Chicago, Chicago, IL
Restricted gift of the Antiquarian Society
1993.260
Previous Owners
Conner-Rosenkranz, New York, NY, 1993

e. Present Owners
17 x 12 x 6” (bust)
Signed and inscribed (verso): “Harriet
Hosmer/Fecit Roma”
Watertown Free Public Library, Watertown, MA
Gift of Harriet Hosmer Carr, 1923
Previous Owners
Harriet Hosmer Carr

Exhibitions
International Exhibition, London, 1862
Fine Art Institute, Derby Gallery, 625 Broad
Street, New York, NY, 1864
Childs and Jenks Art Gallery, Tremont Street,
Boston, MA, 1864
Sanitary Fair, Chicago, IL, 1865
Metropolitan Museum of Art, New York, NY, 1912
The White, Marmorean Flock: Nineteenth Century
American Neoclassical Sculptors. Vassar College
Art Gallery, Poughkeepsie, NY, 1972
American Women Artists: 1830 – 1930.
International Exhibitions Foundation for the
National Museum of Women in the Arts,
Washington, D.C. (traveled to Minneapolis
Institute of Art, Minneapolis, MN; Wadsworth
Athenaeum Museum of Art, Hartford, CT; San
Diego Museum of Art, San Diego, CA; Meadow
Museum, Dallas, TX), 1988

The first of three celebrated female sovereigns
Hosmer chose to create and her first non-commis-
sioned full-length statue was a marble statue of
Zenobia, the third-century Queen of Palmyra. The
statue was exhibited at the International Exhibition
in London and became the focus of a slander scandal
that Hosmer handled adeptly. Accused by jealous
male competitors of not making the statue herself,
Hosmer responded in print and in a lawsuit thus
restoring her good name and artistic reputation.
Zenobia co-ruled what is now present-day Syria
with her husband, King Odaenathus, until his
assassination in 267. She then ruled alone in proxy
for her son, conquering Egypt and much of Asia
Minor. In 274, she was defeated by Roman Emperor
Aurelian, taken to Rome as a war trophy, and

ZENOBIA

2007
watercolor on paper, 15 x 12 in. 
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marched through the streets in chains. In contrast,
when Cleopatra was defeated three centuries earli-
er, she committed suicide to avoid such public
humiliation.
Except for one visual source, a coin with the
Queen’s profile that Hosmer may have seen, all the
sources for the work are literary. However, Hosmer
transforms the traditional treatment of Zenobia fail-
ing her people with her vanity and pride into one of
courage, majesty, and dignity. 
Nathaniel Hawthorne was the first to compare
Hosmer’s Zenobia to Athena Giustinaiani (the god-
dess of wisdom and war) and the Barberini Juno
(queen of the Olympian gods) both in the Vatican
Museum Collection. Hosmer’s Zenobia is monu-
mental, over life size, wearing the regal dress and
jewels appropriate for her royal position. Her gaze
is slightly lowered, her hand easily gathers copious
folds of the chiton drapery. The large chains don’t
seem to burden her. She steps forward slowly, delib-
erately, her size and weight powerful, giving the
subject authority and gravitas.  
Although it was Zenobia who used her diplomatic
skills to avoid death, remarry, have several more
children and live out her life comfortably in Tivoli,
it is Cleopatra who remained a popular subject for
male artists for centuries. Hosmer’s alternate choice
of Zenobia as a powerful female leader is unique
and demonstrates her growing interest in the posi-
tion of women in the world. 
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The Fountain of the Siren (including Putti upon
Dolphin), 1861
Marble • 7’ height (putti height 33”)
Signed and inscribed (verso): unknown

PROVENANCE

Collection
Present Owners
Destroyed, 2 Putti upon Dolphin fragments
survive
The Marquess of Northampton, Northampton,
England
Previous Owners
Lady Marion Alford
Alford House at Prince’s Gate, London, England

This is the most well known of Hosmer’s fountain
designs. She made two versions. This one was com-
missioned by Lady Marion Alford, her lover and the
oldest daughter of the 2nd Marquess of Northamp-
ton. She was paid a reported $12,500 for the foun-
tain. It was installed in the fountain room of Alford
House, a single story room with an octagonal glass
dome. Lady Alford used the house as her London
residence from 1872 to 1887. The building was
demolished in 1931 and it is believed that the foun-
tain was destroyed. The second one was installed in
the courtyard of Hosmer’s Roman studio. Its where-
abouts are unknown.
The elaborate marble fountain was over 7’ high. At
the top of the design sits the Song of the Siren hold-
ing a reed pipe she raises as if about to play. She is
perched upon three beautiful shells that form a
basin from which flowed water creating the only
audible “music.” 
The ornately carved vertical pedestal that support-
ed the shells was encircled by three Putti upon
Dolphin on the lower level. The Putti are chubby
water amorini reminiscent of Hosmer’s popular
Puck. They ride animated dolphins like bucking
broncos. Their heads tilted back in glee and also so
that they can hear the Siren above them. Only two
Putti upon Dolphin exist today.

The lower hexagonal shape has a turtle at each cor-
ner. A sculptural precedent is the Turtle Fountain
(1581) designed by Giacomo della Porta in Piazza
Mattei in Rome which Hosmer certainly would have
known. The turtles on this fountain are attributed
to Gian Lorenzo Bernini.
Hosmer reinscribes the playful aspects of her fancy
pieces in her fountain designs possibly to counter-
balance her more independent depictions of
women. The fountain installed in the courtyard
entrance to Hosmer’s Roman studio must have made
a big impression on the visitors of the Grand Tour.

THE FOUNTAIN OF THE SIREN

2007
watercolor on paper, 15 x 12 in. 
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Thomas Hart Benton, 1862 (dedicated 1868)
Bronze • 10’ height • Base 13’ h x 10’ 7”
Signed and dated (verso): “Harriet Hosmer Fecit
Roma”
Inscribed (recto): “There is the East, there is India”

PROVENANCE

Collection 
Present Owners
Lafayette Park, St. Louis, MO

Hosmer made three full-length male statues: first,
the monumental bronze statue Thomas Hart Benton
(1862, dedicated 1868), then The Sleeping Faun
(1864–1865), followed by its companion, The
Waking Faun (1866–1867). 
Senator Thomas Benton was the first public monu-
ment in the state of Missouri. It was commissioned
by the City of St. Louis for Lafayette Park, where it
still stands. The competition for the commission
was fierce and winning it was a huge professional
victory for Hosmer. Wayman Crow, Hosmer’s
staunch supporter, was on the selection committee.
It was cast in bronze at the Royal Foundry in
Munich, where all the expatriate sculptors had their
work cast in the nineteenth century. She received
$30,000 for the commission of which $20,000 was
spent on fabrication, which was a fortune then.
Senator Thomas Hart Benton (1782–1858) was a
Missouri senator for thirty years. A great expansion-
ist, he encouraged citizens to settle the west by sell-
ing them land cheaply. 
A possible visual source for the statue is the Roman
statue of  Demosthenes in the Vatican Museum
Collection which Hosmer certainly would have
known. Both Demosthenes and Benton are draped in
the folds of an antique cloak, wear sandal-like
boots, and place all their weight on one leg. Both
men hold a piece of paper. Demosthenes, the orator,
opens a scroll, while Benton, the expansionist,
unfurls a map of North America. The only visible
trace of modernity in Hosmer’s piece is an ascot-like
collar and cuffs of a shirt that peak out from under

the drapery. Benton’s face is not idealized. It is a
portrait. He looks down, thick waves of hair fram-
ing his benevolent face.
Hosmer’s choice to dress Senator Benton in classical
garb subscribes to the tenants of neo-classicism,
harking back to the senators of ancient Greece and
linking our national statesmen with the wisdom
and bravery of the Ancients. This is Hosmer’s first
public depiction of a male subject after building her
reputation for skillfully depicting feminine sensual-
ity and grace. It was professionally advantageous
that she prove she could do both.

THOMAS HART BENTON

2007
watercolor on paper, 15 x 12 in. 
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Gate For An Art Gallery, 1864
Graphite on paper • Size unknown
Location unknown
Photograph of the design in Watertown Library

Exhibitions
Probably none. It was a domestic commission
and might not have been completed

a. Night Rises with the Stars
1856
Marble bas-relief
Medallion 16” diameter
In gilt wood frame 
27 x 35”
Signed and dated (verso): unknown

PROVENANCE

Collection
Present Owners
Bigelow Chapel of Mount Auburn Cemetery,
Watertown, MA
Previous Owners
Unknown

b. Phospher and Hesper Circling their Double Star
1856
Marble bas-relief 
Medallion 16” diameter
Signed and dated (verso): unknown

PROVENANCE

Collection
Present Owners
Unknown
Previous Owners
Unknown

c. The Falling Star
Date unknown
Marble bas-relief
Medallion 16” diameter
Signed and dated (verso): unknown

PROVENANCE

Collection 
Present Owners
Unknown
Previous Owners

Unknown
d. Zepher Descends

(date unknown)
Marble bas-relief
Medallion 16” diameter
Signed and dated (verso): unknown

PROVENANCE

Collection
Present Owners
Unknown
Previous Owners
Unknown

Very little is known about Hosmer’s Gate For An Art
Gallery. Hosmer’s lover, Lady Marion Alford, lived
at Ashridge Hall, Berkhamsted, Hertfordshire,
England and it is most likely that her son, Earl
Brownlow, commissioned the design for a reported
$25,000.
The Gates were never completed. But, based on a
photograph of the sketch and photographs of four
of the marble bas relief medallions in the
Watertown Free Public Library, it appears that it
was to be 16 feet tall and almost 10 feet wide. It was
an elaborate design, with a dozen bas relief medal-
lions, four oblong oval reliefs, two lunettes, and a
reigning nude male angel below the top arch.  
The theme is the twelve hours of night. They are:
Eolus Subdues The Winds, Zephyr Borne To The
Earth, Iris Descends With The Dew, Night Rises
With The Stars, The Hours Sleep, The Moon Rises,
The Dreams Descend, The Falling Star, Phospher
And Hesper, The Hours Awake, Aurora Veils The
Stars, and Morning. The oblong reliefs at the bottom
are believed to be Centaurs and Wood Nymphs, and
Tritons and Sea Nymphs. Only one of those marbles,
Night Rises with the Stars, can be located today. 
Hosmer’s interest in mythological subjects was con-
stant throughout her career. Perhaps the myths sur-
rounding night and sleep resonated so strongly with
her because they metaphorically addressed the
issue of  death. Night, as a subject for doors to an
art gallery, is curious. Is that when inspiration came
to her or when she had peace?

GATE FOR AN ART GALLERY

2007
watercolor on paper, 12 x 15 in.

a. Night Rises with the Stars

b. Phospher and Hesper Circling their Double Star
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d. Zepher Descendsc. The Falling Star
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The Sleeping Faun, 1864, 1865 (modeled date,
carved date)
Four known versions (possibly eight versions)
Marble • 49 x 60”
Signed and inscribed (verso): “HARRIET HOSMER
Fecit - Romae” 
Inscribed base (recto): “The Sleeping Faun”

PROVENANCE

Collection 
a. Present Owners

Deptartment of Foreign Affairs, Dublin, Ireland 
Gift of Sir Benjamin Guinness, 1866
Previous Owners
Sir Benjamin Guinness

b. Present Owners
1876
50 x 60”
Signed and inscribed (verso): “H HOSMER
FECIT – ROMAE” 
(base, recto): “THE SLEEPING FAUN” 
Cleveland Museum of Art, Cleveland, OH
Leonard C. Hanna Jr. Fund  
1997.15
Previous Owners
Prince of Wales (afterwards Edward VII), about
1876
Jacob Wakefield; Kendal Museum, Kendal, England
Sotheby’s, London, England, 1977
The Forbes Magazine Collection, New York, NY
Hirschl & Adler Galleries, Inc., New York, NY,
1996

c. Present Owners
After 1865
34 1/2 x 41 x 16 1/2”
Signed and inscribed (verso base ): “HARRIET
HOSMER FECIT ROMAE”  
(base, recto) “THE SLEEPING FAUN”
Museum of Fine Arts, Boston, MA
Gift of Mrs. Lucien Carr
12.709
Previous Owners
Mrs. Lucien Carr, Cambridge, MA

THE SLEEPING FAUN

2006 
watercolor on paper, 12 x 15 in.
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d. Present Owners
Destroyed, fragments survive
The Marquess of Northampton, Northampton,
England
Previous Owners
Lady Ashburton

e. Present Owners
Destroyed, fragments survive 
Dr. and Mrs. William H. Gerdts, New York, NY
Previous Owners
Mrs. Laurence C. Andrew, Portland, ME
Edward Perry Warren Estate

Exhibitions
Dublin Exhibition of 1865, Dublin, 1865
Paris Exhibition of 1867, Paris, 1867
Confident America. Museum of Fine Arts, Boston,
MA, 1972
The Lure of Italy. Museum of Fine Arts, Boston,
MA, (traveled to: Cleveland Museum of Art,
Cleveland, OH, Museum of Fine Arts, Houston,
Houston, TX), 199–1993
The Art Museum, Princeton University,
Princeton, NJ, 1989–1996
Masetá di Roma da Napoleon all’Unità d’Italia.
Scuderie del Quirinale, Rome, 2003 

The Sleeping Faun is the second full-length male
statue by Hosmer. It was exhibited in the Dublin
Exhibition of 1865 and was an immediate success.
A Dublin newspaper reported: “It is universally
admired, and is more frequently the subject of con-
versation than any other statue in the exhibition.”1

It sold on the opening day to Sir Benjamin Guinness
for $5,000.
The faun in Roman Mythology (like the satyr in
Greek Mythology) was a half human and half goat
woodland spirit, who worshiped Bacchus (Roman)
or Dionysus (Greek), the god of wine. They usually
had visible animal traits: tails, horns, pointed ears,
hooves, and/or furry legs. Often fauns resembled a
goat from the waist down and a human from the
waist up. 
Art historians have cited The Barberini Faun (220
BCE), also known as The Drunken Faun, in the

Glyptothek collection, in Munich, Germany, as an
influence. The subject of the inebriated faun, nude,
sleeping against a tree, with his head lolling back-
wards, has similarities to Hosmer’s Faun. To our
modern eyes he seems overtly homoerotic, with
legs spread in abandon with one arm stretched up
behind his back. Although Hosmer didn’t travel to
Munich before sculpting her faun she would have
known about this famous work from sketches.
A more probable influence was the Faun of
Praxiteles (fourth century BCE) in the Capitoline
Museum, in Rome. Praxiteles, the most famous of
the Attic sculptors, was the ideal model for the
nineteenth-century cult of Antiquity. John Gibson
and Hosmer would have studied his work carefully.
And not only did Nathaniel Hawthorne describe the
Faun of Praxiteles in detail in The Marble Faun
(1860), he also based one of the four main charac-
ters, Hilda, on Hosmer.  
In Hosmer’s sculpture, the Faun is also peacefully
sleeping seated in semi-repose against a tree stump.
In keeping with neo-classical modesty his legs are
not spread wide apart like The Barberini Faun.
Instead, he casually rests an ankle upon the oppo-
site knee with a tiger skin draped across his lap
covering his genitals. He is passive yet seductive.
All the muscles in the Faun’s torso, arms, and legs
are relaxed, even limp. While the unsuspecting
Faun sleeps, a satyr industriously ties him to the
tree stump. The tension between the proximity of
the satyr’s active hands to the Faun’s passive one,
amplifies the effect of the prank. Accessories of syl-
van living lie on the mossy forest floor. The grapes,
flute, and bones would have reflected Hosmer’s
transcendental leanings. From the back, the relax-
ation of the Faun’s perfect muscles contrasts the
animated textures of the tiger fur, stone pedestal,
moss, and tree stump. Of the several versions of
the sculpture, the size and the arrangement of the
lion skin, the placement of grapes, and other syl-
van accoutrement may change location or forma-
tion slightly, but the Faun always remains the same.  
Hosmer had success with her earlier full-size female
figures: Oeone (1855), Beatrice Cenci (1856), Tomb

of Judith Falconnet (1858), and Zenobia (1859). She
also had great success with her fancy piece, Puck
(1855). The Sleeping Faun was her first attempt at a
life-size male. Here Hosmer counter balances the
Faun’s passive sensuality with the mischievous de-
sexualized child/animal. By adding the impish satyr
to the composition of the unsuspecting Faun,
Hosmer accomplishes two things. She adds an ele-
ment of humor that was rarely seen in the ancient
sculptural precedents and she neutralized the oth-
erwise overt sensuality, which may have been per-
ceived to be beyond the limits of decorum for a
woman of her time. That perception, in and of
itself, could have diminished the chances for the
work’s critical and financial success.
Several art historians have speculated that the Faun
bore a close resemblance to Hosmer. This makes it
all the more interesting that a female sculptor, who
never married, who only had romantic relation-
ships with women and who was a prototype
tomboy would have cast herself as the languidly
sensual Faun.

1. Carr, Cornelia, (ed.). Harriet Hosmer: Letters and Memories.
New York: Moffat, Yard and Company, 1912, p. 209.
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Portrait of Wayman Crow, 1866
Two known versions 
Marble • 25 x 14 3/4 x 10 3/4”
Signed and dated (verso): “Rome M.D.C.C.C.LXV –
Tribute of Gratitude.
Harriet Hosmer Sculpt.”
Two known versions, one marble, one plaster

PROVENANCE

Collection
a. Present Owners

Washington University Gallery of Art, St. Louis,
MO
Gift of the heirs of Wayman Crow, Sr., 1868
WU 2061
Previous Owners
Wayman Crow, Sr.

b. Present Owners
Plaster 
Watertown Free Public Library, Watertown, MA
Gift of Mr. Lovell Thompson, 1974

Exhibitions
City Art Museum of St. Louis, St. Louis, MO,
1940, 1945, 1954
Washington University Gallery of Art, St. Louis,
MO, 1961
Beginnings: The Taste of the Founders. Washington
University Gallery of Art, St. Louis, MO, 2000
Collecting Patterns. Washington University
Gallery of Art, St. Louis, MO, 2003
Harriet Goodhue Hosmer. Mildred Lane Kemper
Museum, St. Louis, MO, 2008

Hosmer sculpted several portraits of her devoted
male father figures and mentors: Dr. McDowell,
Wayman Crow, and John Gibson. Hosmer was
never romantically involved with men. But, her
close personal and professional relationships with
men reassured her public that she was at least being
supervised by men.
Crow was a wealthy merchant turned state legisla-
tor, founder of Mercantile Library and Washington
University in St. Louis. He also was the father of her

best childhood friend and classmate, Cornelia
Crow, who would edit Harriet Hosmer: Letters and
Memories. To say that Wayman Crow was a father
figure would be an understatement. His crucial sup-
port of Hosmer’s career, financial assistance, man-
agement of her finances, and their constant written
correspondence included a great deal of familial
emotion and affection. He furthered her career, was
instrumental in securing commissions, and was her
loyalist patron. She nicknamed him “Pater.” Hosmer
was godmother to Wayman’s granddaughter,
Cornelia’s daughter, who was named Harriet
Hosmer Carr.

“One thing is past denial, that however successful I
may become in my profession, it is to you that I owe
all. The great thing in every profession, and most
certainly so in art, is to get a good ‘start,’ as we
Yankees say, and then all is right. When I look
around and see other artists who have been here for
years and still are waiting for a ‘start’ and then think
what a friend I have in you, sensa complimenti, I
wonder why I have been so much more blessed
than my neighbors. Every successful artist in Rome,
who is living, or who has ever lived, owes his suc-
cess to his Mr. Crow.”
Letter to Wayman Crow, October 12, 1854

References for this work must have been very
important, especially because Wayman Crow did
not sit for the portrait. In fact, it was a surprise gift
for him from Hosmer. Art historians have suggested
the bust of Perikles in the Vatican Museum
Collection in Rome as a possible source of inspira-
tion. The herm and bust portrait of Socrates in the
Musei Capiltolini is also a sculpture Hosmer would
have known. By quoting the herm and bust form
from Antiquity, Hosmer elevates Wayman to the sta-
tus of great men. Bare chested, a thick head of wavy
hair, he appears virile and wise. 

PORTRAIT OF WAYMAN CROW

2007 
watercolor on paper, 15 x 12 in.
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JOHN GIBSON

2007
watercolor on paper, 12 x 15 in.

John Gibson, 1866
Two known versions
Marble medallion • 11 1/2” diameter
Signed and dated (verso): “I. Gibson”

PROVENANCE

Collection
a. Present Owners

Watertown Free Public Library, Watertown, MA
Gift of Harriet Hosmer Carr, 1923
Previous Owners
Harriet Hosmer Carr

b. 13 1/8” diameter
Present Owners
National Portrait Gallery, London, England,
1980
NPG 5342
Previous Owners
Mr. R.G. Coats

John Gibson (1790–1866), the student of
Thorvaldsen and Canova, was the most famous
neo-classical sculptor living in Rome. Gibson was
renowned for his “tinted” marbles, especially his
Tinted Venus. 
When twenty-two-year-old Harriet Hosmer arrived
in Rome in 1852 and sent John Gibson two
daguerotypes of her Hesper bust and her certificate
in anatomy from the St. Louis Medical College,
Gibson said, “Send the young lady to me, and what-
ever I know, and can teach her, she shall learn.”
Gibson had never had a student before and Hosmer
would be his only one. Hosmer apprenticed with
him for six years before she hung out her own shin-
gle. As with any close student/teacher or artist/assis-
tant relationship, he made many beneficial intro-
ductions for her and would be the male voice of
authority to vouch for her artistic merit and virtu-
ous character if needed. And it was.
The marble medallion is beautifully rendered. Bas-
relief is extremely difficult to do because one has to
sculpt an optical illusion in three dimensions. Bas-
relief is the link between the illusion of reality in

two dimensional painting and the reality of sculpt-
ing forms in the round.
Hosmer would have made her teacher proud, ideal-
izing him as a young man. Gibson was sixty-one
when they first met and seventy-five when he died.
In this effigy, Hosmer depicts him as a youthful man
with an elegant profile and pronounced cheek-
bones. The carving is subtle with the lightest touch.
Soft wisps of hair curl and tuck in at the end. 
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The Waking Faun, 1866–1867
Marble or plaster • Life-size
Signed and dated (verso): unknown

PROVENANCE

Collection
Present Owners
Unknown, thought to be destroyed

Hosmer created this as a companion to her very
successful The Sleeping Faun (1865). It was intend-
ed for Lady Louisa Ashburton, her long time lover,
who already owned The Sleeping Faun. But, it is
unclear if it was ever realized in marble.
As was the practice, collectors would see a clay or
plaster version of a sculpture in the artist’s studio and
place an order for the marble. Letters from Hosmer
attesting to orders or hopes of the completed sculp-
ture being included in future exhibitions don’t guar-
antee that the work was, in fact, ever finished. It is
also unclear if the existing photograph of The Waking
Faun in Hosmer Collection in the Watertown Free
Public Library is the version she destroyed, or the
second one she wrote that she had started.
The Waking Faun is the mirror opposite of The
Sleeping Faun. The Waking Faun’s right leg is crossed
over the left, his feet are animated and pointed, and
both his hands are now occupied with grasping the
baby satyr as he sits up alertly. The baby satyr is
now in front of the Faun, his prank having been
discovered by the Faun. 
This alertness might account for why it was consid-
ered more stylized and slightly stiffer.

THE WAKING FAUN

2007
watercolor on paper, 12 x 15 in.
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Lincoln Memorial, sometimes known as Freedmen’s
Monument, 1867–1868
Two known variations
Plaster • Height unknown
Signed and inscribed (verso): unknown

PROVENANCE

Collection
Present Owners
Location unknown
Unknown, thought to be destroyed 
Previous Owners
Unknown

Exhibitions
Boston, MA, 1868

Hosmer vigorously campaigned for three Lincoln
Memorial competitions. The first was the Lincoln
Memorial in Springfield, Illinois, the second was the
Freedmen’s Monument for the Capital building in
Washington, D.C., and the third, was the Crerar
Lincoln Memorial in Chicago, in 1889.
The Lincoln Memorial and the Freedmen’s Monument
were two almost identical submissions. Although
Hosmer won neither, her designs were her most
ambitious. It is a shame that all that remains of the
plaster model are damaged, folded, faded photo-
graphs in the Watertown Free Public Library in
Watertown, Massachusetts.
It is difficult to make out the specifics of the design.
Written accounts describe a large square architectur-
al footprint with multi-figure group installed around
a raised domed “temple of fame” at the center of the
design. Beneath this domed structure lay a recum-
bent Lincoln lying on a sarcophagus, with intricate
bas-relief carving fit for a deceased Roman emperor
and two different sets of freestanding figures. One
group of four figures illustrates the historical
progress of African Americans from slavery to coura-
geous Union troops. The other set of figures, posi-
tioned at the furthest corners of the monument,
appear to be angels with lowered trumpet, an honor
guard for a fallen, martyred American hero.

In the second variation, the only difference is that all
funerary references have been replaced by a standing
Lincoln inside the “temple of fame,” and the angels
and African Americans have switched places.

LINCOLN MEMORIAL

2007
watercolor on paper, 12 x 15 in.
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Queen of Naples, 1868
Marble • Life-size

PROVENANCE

Collection
Present Owners
Unknown
Signed and dated (verso): unknown
Inscribed (recto): “Gaetae Maria Regina”
Previous Owners
Unknown

The Queen of Naples is the second of the three full
size statues of celebrated female sovereigns Hosmer
chose to represent over the course of her career. Her
first was Zenobia, Queen of Palmyra (1859), followed
by the Queen of Naples (1868), and her final work,
Queen Isabella of Castile (1891–1894). 
The Queen of Naples is the only full-length portrait that
Hosmer modeled from life. It is unclear if it was a com-
mission or if it was ever purchased. Although The
Times said “It will be considered her masterpiece,” its
location is unknown. No visual documentation of the
statue survives, only numerous written accounts in
newspapers, art magazines, and personal correspon-
dence. Thus, there are conflicting reports about the
work’s progress and what it actually looked like.
Whether it was ever translated into marble or only
realized in clay remains a question. Did the Queen of
Naples ever assume ownership of it? Hosmer was a
personal friend of the Queen. Did Hosmer send it to
her in Paris, where she lived in exile? It was seen in
Hosmer’s studio as late as 1872 and, although art his-
torians have speculated that it returned to Germany
with the Queen, its last known location was Castle
Ashby, the home of the 7th Marquess of Northampton,
Northamptonshire, England in 1891.
Maria Sophia (1841–1925), a Bavarian Bourbon
princess, married Prince Francis II in 1859. When his
father, King Ferdinand II, died, they ruled the Kingdom
of Naples and the Two Sicilies for a brief but historic
period. Garibaldi, on his campaign to unify Italy, invad-
ed Naples in 1860. The King and Queen of Naples fled

to Gaeta and it is here where she became famous for her
acts of courage. Her husband, by all accounts, was a ter-
rible leader. He had no military training, was insecure
and indecisive. Instead, she led the troops at the siege of
Gaeta (1860–1861) exhibiting great bravery. She
instantly became a heroine to European royal women
and developed a cult-like following. Garibaldi and
Victor Emmanuel II were victorious. With the unifica-
tion of Italy imminent, the Royal couple lived in exile in
the Bourbon owned Palazzo Farnese in Rome with the
permission of the Pope, ruler of the Papal States. It was
during their stay in Rome that the Queen became
friendly with Hosmer.  But, in 1870, when Italian unifi-
cation became official, they fled Italy forever.
According to the various descriptions written by visi-
tors to her studio and detailed in the press and letters
sent home from travelers on the Grand Tour, Hosmer
created a life-size marble statue idealizing her most
heroic moment on the battlegrounds of Gaeta.
Hosmer posed the Queen in her costume of that time,
a long billowing military cape enveloped her. She
stood erect, her handsome head thrown back, a look
of both disdain and resolution on her face. Her luxu-
rious hair is braided and woven like a crown on her
head. One hand was placed proudly on her breast as
the cloak continued thrown over her shoulder. The
other arm pointed downward to a pile of cannonballs
at her feet that are adorned with modern riding boots
reminiscent of ancient sandals. A pedestal takes on
the appearance of a battleground. And the inscription
on the pedestal reads “Gaetae Maria Regina.”
Hosmer indicated her increasing interest in women’s
position in the world by portraying a real life hero-
ine assuming a traditionally male role as a military
hero. In fact, this costume of a draped cloak cover-
ing the figure is reminiscent of  Hosmer’s Senator
Benton statue. One foot sported a Roman/modern
boot hybrid, moved actively forward, stressed the
willingness to be bold, and connected contemporary
and ancient heroines.   
It was common knowledge that Maria Sophia visit-
ed Hosmer’s studio often to pose for the statue so
that the likeness was perfect. It was also rumored
they were romantically involved.

QUEEN OF NAPLES

2007
watercolor on paper, 15 x 12 in. 
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Sentinel of Pompeii, 1878
Plaster and wax • Size: over 8’
Signed and inscribed (verso): unknown

PROVENANCE

Collection 
Present Owners
Location unknown
Previous Owners
Unknown

Exhibitions
Colnaghi’s Gallery, Haymarket, London, 1878

Although there is a photograph of a damaged pho-
tograph of a photograph of a rough plaster bust of
a ancient military male attributed to Hosmer in the
Watertown Free Public Library, there is no way to
confirm if it is definitely her Sentinel of Pompeii. It
is especially uncertain because at the time, written
accounts described Hosmer’s new technique of
modeling wax ever so smoothly over plaster casts.
The subject of Mount Vesuvius erupting and bury-
ing Pompeii in 79 CE fascinated writers and artists
ever since it was discovered in 1748 and the exca-
vation began. Popular nineteenth-century interpre-
tations of the courageous or vulnerable in the face
of devastation included Baron Edward Bulwer
Lytton’s The Last Days of Pompeii (1834) and
Randolph Rogers’s sculpture Nydia, the Blind Flower
Girl of Pompeii (1855). 
Hosmer chose to sculpt an actual figure with a mov-
ing story. A dutiful sentry, this Roman solider
refused to flee imminent danger and became
entombed, buried alive in the pumice and volcanic
ash. His bones and armor were found at his guard
post in 1794. His breast plate, helmet, and lance
were moved to the Bourbon Museum in Naples
where Hosmer studied them.
The London Times described the statue as:

“The figure is eight feet in height, clad in helmet
and corselet of bronze plates modeled after the orig-
inals, leaning upon his lance in vain resistance to

the deadening influence of the sulphurous fumes
and the falling dust and ashes. His eyes are already
closed. The blood in his veins thickens and runs
slow. Looking at the figure in profile, we see that he
already staggers and can scarce sustain himself by
aid of his lance, hard clutched and pressed as a
point of support against his knee. Besides his hel-
met and corselet he wears only a short tunic and
sandals, showing the instep and toes, so that the
limbs are freely displayed, and there is at once the
least possible concealment of the figure and the
least possible advantage derived from drapery. 
The perfect simplicity and sincerity of the treatment
give to Miss Hosmer’s design the impressiveness
which befits its subject.”

The subject of ordinary people called to extreme
acts of courage in the face of death resonated
strongly with Hosmer throughout her career.

SENTINEL OF POMPEII
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Crerar Lincoln Memorial - The African Sibyl,
1888–1896
Plaster and wax
Signed and inscribed (verso): unknown

PROVENANCE

Collection
Present Owners
Unknown, probably destroyed

This is Hosmer’s fourth and final attempt to win a
Lincoln Memorial competition. Only a faded photo-
graph of a sketch of one of the three figures in the
design survives today at the Watertown Free Public
Library.
Mr. John Crerar, a wealthy Chicago financier, left a
bequest of $100,000 for a statue to be made of
Abraham Lincoln. The competition was six years long
and drawn out, due to a lawsuit against the estate filed
by distant relatives. Several artists were invited to sub-
mit models and paid $2,500 to produce them.
Hosmer exchanged numerous letters with the com-
mittee over the six years, explaining different prob-
lems she encountered creating, shipping, and deliver-
ing the model. It is unclear if they ever saw it.
Hosmer’s three-figure design included a larger than
life Lincoln above The African Sibyl and Mourning
Victory. It is possible that The African Sibyl began as
an independent design that was incorporated into
her grander proposal for the Crerar Lincoln
Memorial.
The African Sibyl portrayed a colossal ancient female
prophet foretelling the future of her race to a young
African male seated at her feet. She is looking up
hopefully, we suppose, at Lincoln, holding a scroll
that quotes him, “If slavery is not wrong nothing is
wrong.” Hosmer said if the Sibyl stood up, she
would be over eleven feet high.
Mourning Victory is kneeling holding a lowered
trumpet and wearing a laurel crown, the mood
melancholic. This may have been a revised angelic
figure from Hosmer’s other Lincoln designs. 
Hosmer wrote: 

“This I consider the triumph of my desire to incor-
porate the classical beauty of outline and grace with
a modern subject, in a manner that will, at a glance,
tell its own story.” 

A photograph of the design was given to the
Brownings, who showed it to Alfred Lord Tennyson,
all of whom were sources of great inspiration for
Hosmer. Tennyson is reported to have said: “It is the
most poetic rendering in art, of a great historical
truth, I have ever seen.”
The commission eventually went to Augustus Saint
Gaudens.

CRERAR LINCOLN MEMORIAL - 
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The Staghound, Date unknown
Clay • Height unknown
Signed and inscribed (verso): unknown

Provenance

Collection
Present Owners
Unknown
Previous Owners
Empress of Austria

The Empress of Austria commissioned Hosmer to
sculpt one of her favorite staghounds. She was the
sister of Maria Sophia, the Queen of Naples, and
part of the aristocratic circle of female friends,
lovers, and collectors of Hosmer’s works. Hosmer
indicated in letters that she was also sculpting
Caesar and his mate, two Saint Bernard dogs owned
by Lady Ashburton. No descriptions or photo-
graphs remain. A photograph of The Staghound is in
the Watertown Free Public Library.
Possible art historical references include the variety
of Greek and Roman sculptures of dogs in the
Vatican Museum Collection. Hosmer certainly
would have known Horatio Greenough’s marble St.
Bernard Dog (1844) on the Perkins plot in Mount
Auburn Cemetery in Cambridge, Massachusetts,
just down the road from her childhood home. 
Dog, man’s and apparently woman’s best friend,
seems to have been a perfect subject for neo-classi-
cal sculptures. Horses and dogs were the stuff of
royal life and were popular subjects for domestic
commissions. Or were they portraits? These neo-
classical dogs were always posed in their stereotyp-
ical role: alert, keeping guard, and protecting the
hearth, the door, or the grave. 

THE STAGHOUND
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Dolphin Fountain, Sometimes known as Triton
Fountain, 1892
Marble • Height: unknown
Signed and inscribed (verso): unknown

PROVENANCE

Collection
Present Owners
Unknown
Previous Owners
Lady Louisa Ashburton
Melchet Court, Hampshire, England

The Dolphin, sometimes known as Triton Fountain,
was the male companion to Hosmer’s The Mermaid’s
Cradle. The pair of marble fountains was commis-
sioned by Lady Ashburton, Hosmer’s long time
lover, for her country house, Melchet Court, in
Hampshire, England. They were installed in the
Italian Gardens at Melchet Court, and The New
International Encyclopedia reports both fountains
there in 1903. In 1935 the estate was sold and the
fountains were removed.
There are no written descriptions or photographs of
the Dolphin Fountain.
Today, their whereabouts are unknown and Melchet
Court is a Catholic school for boys with behavioral
and emotional problems. 

DOLPHIN FOUNTAIN
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The Mermaid’s Cradle, 1892–1893
Marble, Bronze • 7’
Signed and inscribed (verso):
Inscribed (recto): “THE MERMAID’S CRADLE”

Provenance

Collection
Present Owners
Fountain Square, Flint Park, Larchmont, NY
Gift of Helena Flint, in memory of her father,
T.J.S. Flint, 1894 and donated the land for Flint
Park, in 1915
Previous Owners
Helena Flint, Larchmont, New York
Previous Owners
Lady Louisa Ashburton, Melchet Court,
Hampshire, England

The Mermaid’s Cradle and The Dolphin were a female
and male pair of marble fountains Lady Ashburton
commissioned for her country house, Melchet
Court, in Hampshire, England. They were installed
in the Italian Gardens at Melchet Court, and The
New International Encyclopedia reports both foun-
tains there in 1903. Today, their whereabouts are
unknown. However, the bronze version of the foun-
tain is in Flint Park in Larchmont, NY.  
The gigantic bronze mermaid is playing a reed pipe;
her muscular torso is nude from the waist up.
Waves of water crash around her hips as she strad-
dles a rocky coast. Her scaled tales are long, slip-
pery, and curl around a sleeping baby mermaid. The
weight of the Mermaid’s tail encircling the babe is
convincing and the variety of textures are expertly
sculpted.
Although the patina is damaged by weather and
pollution, the form is intact and the fountain
appears to work. The Mermaid’s Cradle is Hosmer’s
only remaining complete fountain.  

THE MERMAID’S CRADLE
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Queen Isabella of Castile, 1893
Plaster [staff] • Larger than life-size
Signed and inscribed (verso): unknown
(base, recto):  “_________________ OWN CROWN
OF CASTILE
_____ READY TO PLEDGE MY JEWELS
O MEET EXPENSES OF THE EXPEDITION”
(pedestal, recto): “QUEEN ISABELLA OF CASTILE
GIVING HER JEWELS TO COLUMBUS”

PROVENANCE

Collection
Present Owners
Unknown, thought to be destroyed

Exhibitions
World’s Columbian Exposition. Chicago, IL, 1893
Mid-Winter’s Fair. San Francisco, CA, 1894

Queen Isabella of Castile is the last known complet-
ed work by Hosmer and the last of her three cele-
brated female sovereigns. It was commissioned by
the Daughters of Isabella, a Chicago based suffragist
organization for the World’s Columbian Exposition
1893. The Queen Isabella Society Suffragists sold
one-dollar certificates to raise the funds for the
sculpture. Hosmer, Anne Whitney, and other female
sculptors refused to exhibit their work in the
Women’s building and exhibited in the Statuary
Hall instead. The work was shown in the Mid-
Winter fair in 1893 in San Francisco where it is
believed to have been destroyed in the Great
Earthquake of 1896.
There are indications that Hosmer corresponded
with Pope Gregory IX, provided him with a draw-
ing or two, and that he then bought a bronze of the
statue. However, the Vatican Museum has no
Hosmers in their collection nor any records of the
correspondence. They suggested that Pope Gregory
IX, as the King of the Papal States at the time, could
have taken any objects that he bought while Pope
with him when he retired.  
Hosmer’s design imagined Queen Isabella as a co-
discoverer of the “New World.” Stepping down

from her throne, her arms reaching out, dripping in
jewels and an abundance of folds of elaborate
Orientalist drapery. She offers Columbus money in
her left hand, and jewels in her right hand to fund
his voyage to the “New World.” Her right foot is
actively stepping forward, much like Zenobia’s.  
To Hosmer, Isabella seemed a perfect subject for the
women’s rights group. The sculpture was to be
exhibited at an international world’s exposition cel-
ebrating the anniversary of Columbus discovering
America. But, the monumental statue was contro-
versial. Some saw Isabella as a religious bigot who
funded the Inquisition and a cruel leader who taxed
her citizens heavily. Those that saw her as a compas-
sionate visionary, pawning her jewels to finance
Columbus expedition, thought that the criticism
was fueled by anti-Catholic sentiments.
And thus, Hosmer went out with a bang, ending her
artistic career with this majestic statue of a histori-
cally significant woman.

QUEEN ISABELLA OF CASTILE
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