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Duaring three weeks in January 1862, the painter Fitz Heary Lane (1804--1865)
muqﬂcﬂd&ag:hm(huwﬂwbwhhnglmhcmmlxmﬁom
Gloucester, Massachusetts (Fig, 1. The flar plane of Glowcester's Outer
Harbour is enclosed by the shoreline curving around the painting’s right edge,

culminating in the rocky promontory known as Stage Foet, In the foreground,
two men talk beside a battered canoe, while our attention is directed by the
mast lving on the beach to a small sloop being poled ta shore, and, further out,
10 a schooner at anchor and to the lighthouse at the harbour’s farthest edge.
The sea is calm”, a Gloucester journalist wrote of the painting upon viewing it
in Lanc’s studio: ‘the mellow sunset light throws a charm over the whole
scene, mirrorin g in the glassy deep the rock-bound shore, and vessels on its sur-
face".” Eadtob}cﬂ - whether body, ship, rope, or rock — has found its place.
This sense of serene equanimity has shaped Lanc's historical reputation ever
since, In the mid-twenticth century, he was re-introduced into the narrative of
nincteenth-contury American landscape painting. In his formative 1954 article
on Lane and his contemporary’ painters, curator John L H. Baur drew upon
Henry James's short story *A Landscape Painter’ (1866) to find language for
this painterly quictude — quoting a passage in which James's protagonist-artist
Jooks upon ‘deep, transtucent water” in which ‘mossy rocks doubled themselves
without a flaw in the dear, dark water”. The narrator identifies in the landscape
before him “a lightness, a brilliance, a mrdnv. which allows perfect liberty of
sell-assertion to each object in the l.\ml-upc

Accounts of Lane’s work have tended to emphasise the “lightness” and
"brilliance’ of his Jandscapes at the expense of their ‘cudiey”. Take the rocks in
Stage Fort. Diespite this painting’s insistent placidity, the dark, romnded mases of
the coastal rocks that litter the shore assert a visual and material dislocation
(Fig. 2). Next to the fincly-delineated forms of the rigging and sails of ships,
these rocks possess a 'liberty of self-assertion’, a blum, geometric, and obsti-
nate presence. Though they “double themsclves™ in the water, such doubling
produces an uncanny appearance of weightiness and immateriality, as they scem
to float upon the surface of the water, Painted with a speckled facture, they are
not meticulously detailed or modelled: rather they proliferate in a disruptive
repetition, inserting an oscllating circularity into Lane’s painting that repeats in
the curving harbour bank and the forms of foliage dotting the horizon.

In onec of the fow surviving letters in Lane’s hand (Fig. 3), which describes
another recently-completed painting of Stage Fort and the harhour shore, the
artist suggests these rocks” assertive force. He writes that the painting ‘is a very
picturesque soene especially the beach, as there are many rocks which come in
o dw(rm the monotony of a plain sand beach. . . the effect 1 think is very good
indeed”* We might hngcr. here, on the word “destroy” — a woed that, like the
rocks in Lane’s painting, punctuates his rather prosaic dcscripdm. In his letter,
the word “destrov” is itself cleaved by a line break into ‘de-stroy’, a materfal dis-
location of his language that mirrors its active disraption of an otherwise placid
paimting, Even as Lane here engages with comventions of  picturesque
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Fig. 1. Fiz Henvy Lane, Stoge Forr ocromt Gloucester HWarbor, 1862, oll on camia, 965 x 1524 cm. Mecropolian Museum of Art. New York. (Photo
Metropoban Musoum of Are)
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irregularity, his verbal account of the rocks is inflected by a material force, by
abjects that “come in’ 1o the painting and into his letter, ‘t'lmiﬂ%l\ possessed of
a self-contained mobility.

Follosy ing Lane’s lead, this exsay takes seriously the notion that these coastal
rocks could be understood as having a destructive and disruptive power both
within the compositional structure of Lane’s paintings, as well ay within the
historical and social world they recorded,” Born In 1804 in Gloucester, a coastal
town situated north of Boston oa Cape Ann, Lane was the most pmminmi
marine painter in a community that, as a shipping port and important fishery
was defined by its relation to the ocean By reframing Lane’s paintings mlhm
this local, historical space of production, this essay secks to understand him and
his paintings as active participants in the construction and preservation of the
social world of which he was part.” Such an alm Is rather different from the
long dominant view of Lanc’s paintings, in which they are apprehended as her-
metic embodiments of nincteenth-century Transcendentalist thaught, and in
which the natural *Facts” of the landscape (such as the wl( mirroring rocks) are
taken as emblems of a universal, Emersonian \p:rn *Ce ntring oo Stage forr
and on the other works Lane painted in 1862, this cssay situates Lane’s paintings
in relation not primarily 1o Ralph Waldo [rmrsun or natural theology, but
rather ta the forms of knowing and conceiv ing the landscape encoded in local
historical accounts, in geological discourse, and in descriptions of Gloucester’s
social world found in regional newspapers. Though he sent his paintings to
Baoston and New York for exhibition and received some notice in widkely circu.
bted journals, the most probing engagement with his paintings and  the



Fig. 2. Detal of Ficz Hoery Lane, Stape Foet ocross Gloucester Horbor, 1862 (F. 1).

sigmilicance of the landscapes they depict took shape, unsurprisingly, in the local
1SS,

B In this context, the rocks that litter Lane's canvas are revealed as historical
objects in multiple ways. Firstly, they were the material grounding for the
comstruction of Gloucester’s past; Stage Fort in particular was summoned as a
site for mid-nincteenth - century constructions of the region’s settler colonial his-
tory, Secondly, Cape Ann’s rocks, as described in nineteenth-century geology,
constituted a very specific kind of thing endowed with an imagined history, mo-
bility, and force. Lance's painting both stages and suppresses this mineral violence
as a way of negotiating a farther, anseen source of communal Jass: the ovean
storms that, in causing the collision of ships, accastoned enormous loss of life in
Gloucester's commerdial fisheries. This violence reverberated in an attenuated
fashion through the lived experience of its landscape and harbour. This is to say
that In January of 1862, Lane's laborious plotting of the objects in his painting
wax part of a larger, communal work of negotiating the landscape’s assertive
materiality and inherent violence,

lane’s precocupation with Gloucester's objects asserts. a significance for
landscape painting that can be understood through what -\rjun Appadurai has
called “the production of locality” — forms of *spatial practice” that clcﬁnc and
defend locality against the polmc.\l and material aims of nationalism. Qigmlllng
the Jocality of Lanc’s landscapes thus also signals its counterpoint: the ‘national
landscape’ constructed by painters such as Frederic Edwin Church and Asher
Durand, whose art was central to the construction of collective identity in the
United States during the fractious nincteenth u-mury.'o Rather than what
Lawren Berlant has called ‘the common language of a common space” ~ the
symbolic means of constructing mational identity Lane returnced to the
strangencss of his everyday landscape .n a means of preserving Gloucester’s
specific mocalities of life and wmmunn\ ' Even in the shadow of the American
Civil War In 1862 - the culmination of decades of national conflict - the sense
of disruption and loss that inberes in me s paintings had more local meanings
than has gencrally been acknow lcdgcd " Ratber than produce paintings aimed
at broad legibility, Lanc instead embedded his paintings with odd, olwtinato
things whose significance might have been legible only to a local audience,
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Objects of History

By the time Lane began Stage fort across Gloucester Harbor in January 1862, he
had given considerable thought to the rocks of Stage Fort (sce Fg 2) - the
bulbous, almost blomorphic objects seen across the harbour near the centre of
the painting. This rocky o was prominent in Gloucester’s historical
geography as the first site of setthement by English colonists in the carly
seventeenth century, and it was a site of particular interest in the 1850s and
1860s. In 1858 Lane had undiertaken an ultimately unsuccessful commission for
a history painting ilustrating the 1624 landing of English colonists on Stage
Fort. This commission had come from John Wingate Thoroton, a Boston-based
attorney and historian, who in 1854 published The Landing at Cope Anne; or, the
Charter of the First Permanen Colony on the Territory of the Massachuseets Company.'”
Thornton’s intent was 1o assert the primacy of this settlement and jts claim as
the legal founding of the Masachusetts Bay Colony, In Thornton's cmphasis
upan Glowester’s historical importance, we see one of the key strains in
setthee-colonial historicism in nincteenth. century New England, one that aimed
10 emphasise the origins of Anglo-American history while simultancously oc-
uding ongoing histories of Indigenous life."* This operation took place more
explicitly in the history of Gloucester published in 1860 by Lane's friend john J.
Rabson, which incduded illustrations by the artist. Just before embarking on his
histary af the region's cardiest English settlers, he writes that *we should allude
1o the absence of all evidencoe that Cape Ann was ever the seat of any Indian set-
tlement’, though noting that scattered archacological findings suggested an ob-
scured former ‘Wmcc'.“ As such, the sitc of Stage Fort localised the
historical trope of setther colonialian’s operations of displacement — what
Appadurai calls the “inherently colonizing” act of producing locality. "

Thornton asked Lane o pravide a picture of the English settlers landing on
Stage Fort to use as a frontispiece for a second edition of his book. Writing 1o
Lane on 6 January 1858, Thormton described the site: “The forests have
vanished pe , but the chiel Features. .. remain unaltered, washed by the
same waters’. A few days later, Lane replied and gave his plans for the

completion of the picture, agrecing that ‘[tfhe greatest part of the shore, |

expect, has undergone but little change, as it is mostly granite rock’,
Apparently, though, upon secing Lanc’s picture, Thornton was not pleased, and
Lane’s picture was not inchuded in his book, nor has it been located. ™ Yet this
exchange underscores how  the  historical imagination of Lane and  his
contemporaries attached itselfl to specific topographics and to the specific
objects of a landscape: in this cse, the “granite rock” of Stage Fort and the
harbour's shore, imagined to be “little changefd]’. Such meaning was evidently
and widely clear to local viewers: an 1862 notice in the Cape Ann Light
described Lane’s Stage Fort as “historically imteresting as the suppased spot of the
“Landing at Cape Anne™, directly relerencing Thornton's book.™ The rocks of
Sage Tort thus communicated a very particular historicity, in which the
mineral hardness and obduratencss of granite is imagined as a material that
bears the legibility of territarially-based identity across long passages of time. ™'
As a site that had been fortified since 1635, and intermittently in use both in
colontal wars and during the war of 1812, Stge Fort also represented a
different form of viokence — this time national, rather than colonial. In January
of 1862, with the intensification of the American Civil War, the threat of
further conflict would have been quite present to Gloucester’s residents. The
Janwary 25 issue of the Cape Ann Light featured a short notice on its front page,
concerning a report from the United States Engincer Department on the



‘defences of the sea coast of this State’, which a series of
refortifications including “twenty fheavy guns] at Gloucester”.*” Yot in the next
week's issue of that newspaper, the opening lines of its lead article read: *After
the bustle and stir which has attended the enlistment of men since the rebellion
started, the present quict s very marked'.”* In what Robert Slifkin has called
Lane’s ‘compromised landscape’ — one traversed by the period'’s spatial conflicts
over enshavement and national identity - Gloucester’s harbour can be seen as
suspended in the anticipation of destruction, a state of watchfulness for future
loss.”™ The rocks and shores of Gloucester’s harbour pointed both towards
distant, mythic pasts of setthement, but also towards an uncertain futore. To
make a painting of Stage Fort in Janvary of 1862, then, would bave been to
contemplate how history manifests itself not metaphorically, but materially in
the local landscape. Rather than an cternal stillness, Lane’s painting of Stage
Fort instead stages "the present quiet’ — a relative peace that is temporary and
potentially violable.

Lost Rocks

The remainder of Cape Ann’s mineral landscape, however, could appear
startlingly resistant to interpretation, cven illegible. Here we Gin retum to
Babson’s 1860 Higory of the Town of Glowcester. Babson opens his volume, in

traditional form, with a dc«:ripuon of the town’s topography, beginning with
the “friendly embrace’ of its harbour. But he tums quickly to Glovcester’s

gwlogical oddily:

The surface of the town i umeven; aed its partioplar character strikes every bobokder, a1
fiest xight, with astonidanent. Ball, eocky hills, bold and peecipitoss Jolpes of nak, with
acres of bowlders of various stees, in masy places scattered thickly over the surface,
comnbine to present a rare <oone of naked raggedocs and complete sterility, ™

As Rebecaa Bedell's work has shown, geology provided a rich and expansive
bermencutic for reading, experiencing, and depicting the American Landscape
in the nincteenth century — a new geological visuality that would have been
particularly attuned to the ‘bowlders' and mineral debris that, in Babson's
account, defined Gloucester's landscape and its “precipious’ qualitics." In the
of nineteenth-century geology, such “bowlders’, often described as “er-
ratic’ or “Jost’, were unaccountable and nonconforming objects that challenged
the assumptions of geological theory.” The dark rounded forms of the smaller
rocks and glacial debris lining Gloucester’s harbour foruibly redirect the scan-
sion of the painting away from the measured recession of space, back upon their
. Their weighty circularity resists the dematerialisation in the
vast sky of Lanc's painting, If the discourse on nincteenth-century geology often
emphasises conflicts over religious belicf, scientific inquiry, and historical time,
in Lanc’s case, we might also be able to recover the material force, and underly-
ing violence, of geological looking, ™
The material instability embodded in Gloucester’s landscape surfaces in the
writings of Charles Hitcheock, who led the US Geological Survey of
Massachusetts in the 1830s. In his description of Gloucester, paired in his Repore
with illustrations (Fig. 4), he writes that the landscape’s scattered rocks prompt
imaginings of unsecn andd unknown upheaval:

[T surface is almest literally covered, either with rocks m place, o with bow lders of
every size. In the northwest gart of Gloucester particulary, the soil is slmost wholly

comcralod by the counthens nuteber of thise rounded mases. ., [Tihe traveler auterally
enduires whither the soil has been canvied, which must once have conered the rocks; and

Rock-Bound
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Fig. 4. Henry |. Van Lennep, "View of Squam in Gloucester’, from Charles Hitcheock, Final Report
on the Geobgy of Maossachusents, vol | (Amherst, MA: | S. and C. Adams, 1841). (Phoeox
archive.cry )

what maghty flood of wazers coudd have swept aver this region with the fury roquiséie 1o
produce such destroction. . . It is searecly ponseble foe any man, however Bide interested in
the hisaree of patural soeoery, 1 traverse this region for the firse time, uillmtu having his
attention forably aml mn-unllv directed 10 the hasduape arosnd him.”

Gloucester thus seemed paradoxically 1o assert its own formation by
destruction — by a violent movement of water and rock whose force continucs
to reverberate through the landscape’s scattered objects, Such a reading of
Gloucester’s rocks would be cxpected from Hitcheock, At the time of his
survey of Masachusetts, he was one of the foremast proponents in America of
the ‘diluvial’ theory of geological change that theorised the formation of the
world h\ Biblical flood and ‘the powerful dashing and wasting agency of the
waves'. ™ Viewed with a geological eve, the rocks of (;quwctcn harbour
persistently, forcibly suggest their own histories of wild mobility.

Yet next to this ut.xl“mlu. view of nature’s force, there were other agents
of geological formation that were figured as slower yet indelibly forecful.
Sitting at the threshold of land and water, the polished “surface and smoothed
roundness of the boulders in Lane’s painting could have also been seen as the
result of constant, attenuated coastal crosion - in Hitcheock's words, "o of
the most remarkable effects of diluvial action”.”' Thus, a geological vision
uncovers not only a history of violence embedded in rock, but also invests the
seemingly stilled harbour water with a slow, formative force that might
produce the proliferating ‘rounded masses” of Gloucester's landscape. Such
slower process of gencration would be bodied forth in revised geological
theories of the nincteenth century. The prominent Scottish geologist Charles
Lyell rejected the theory of ddugc andd proposed instead that iccherg dnift
had carricd and dqutcd "the cﬂ‘.\tn nl North America’, which were
smoothed by “friction or decomposition’, ** He writes that ‘it scems difficult to
over-estimate the disturbance which [lochergs]. . . mist exert when they grate



along a shelf of solid rock”."* Likewise Louis Agassiz's controversial theorics of
soe-age glackation held that crratic debris, such as coastal boulders, were “pol-
ished, scratched, and grooved” beneath the slow-moving, grindling force of gla-
ders.” Lane’s painting would have been made i the midst of these debates,
which (like Hitchoock's carlier descriptions) were notable enough to receive
coverage in Gloucester’s newspapers. X

What persists  through all of these - geological  accounts,  whether ol
Hitcheock, Lyell, or Agassiz, is their emphasis on the forceful process of the
landscape’s formation and composition. For geologists, the erratic boulder’s
unaccountability compelled geological description and formed an integral part
of explanatory theorics. To form a verbal or viswal picture of a boulder, in
geological torms, was to give an account of material tumult, whether the
violence of waves or the grating weight of ice, reframing the landscape as an
only-partially-stilled cmbodiment of imagined force. Lane’s Stage Forr re-stages
Hitchoock's encounter with the rocks” *bizarre’ presence, which "forcibly” direct
his attention to thee, re-doubling their odd circularity and profusion by their
reconstitution in paint. These objects’ latent geological violence, signified by
their blunt, mobile roundness, reverberates agains the forms of human labour
encoded in Lane’s painting - the poling of the boat to shore, the taut rigging of
ships, the limp colled rope tying the canoe to the mast on the shore. These delis
cate acts of construction, marked by their lincar and complex forms, appear all
the more tenuous in their juxtaposition with the obstinate drcularity of the
rocks that summon possible histories of upheaval that shaped the landscape

around them,

If geological writing provides a means of imagining the ocean’s agency in the
formation of Cape Ann's boulders, Lane’s own paintings most often present us
with a smoothsurfaced sea. His contemporaries frequently exulted in the wild
sublimity of oceanic power, as in Frederic Church's churning Coast Scene, Mount
Dewrt of 1863 (Fig. 5), in which every element — water, rock, and vapour -
converges in a tangled matrix. Lane’s painting of Stage Fort is full of objects and
incident, vet all such pictorial clements are kept strenuously separate, The har-
bour ships and their reflections are aligned so as not o intersect with any other
compasitional element; the piled stones in the foreground bave cach been
darkly outlined and delimited; the attenvated horizon is marked off by the stac-
cato protuberances of trees, masts, and rocks. ™ More than the calm of Lane’s
sky and sca, it is this meticulous disaggregation of substances that Jocks his
painting in arresting stasis.

This  emphatic separation  of objects i remarkable only in
comparison with its inverse — the catastrophic violence visited on the ships of
Gloucester’s fishing industry, often sunk in collisions during heavy storms. The
toll of the ‘lost ships' of Gloucester's fisheries was especially severe in the
18505 and 1860, Fishing was the impetus for Glowoester’s founding, its
principle  economy, and the locus of its cultural identity, even as other
enmerprises waxed and waned.”” Commerdal fishing was a famously dangerous
enterprise, particulardy since halibut and cod fishing had begun on Georges
Bank, an Atlantic fishing ground 150 miles off of the Massachusctts coast, in the
late 1830s.** Fishing on Georges Bank intensified in 1859 as new bait sources
encouraged fishermen to parsue the dangerous but lucrative winter cod-fishing
season on the Bank. ™ This returns us to January 1862, when Lane painted
Glouoester's serene harbour. Less than a month later, a gale would strike its
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Fig. 5. Frederic Edwin Church. Coast Scene,
Mount Desert, 1863, ol on canvas, 91.8 x
1219 om Wadiworth Atheneumn Museum
of Art, Hartford, CT. (Photee Allen Philips
Wadsworth Athereum.)
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Georges fishing fleet, the most viodent yer: over one hundred and fifteen men
died in the gale of late February. Such losses in the fisheries came to be seen not
simply as 0 matter of random calamity, but of rote, communal expectation,

The varrative of the February 1862 gale can be reconstructed from notices
and articles In Jocal newspapers. On 12 February, the Mascachusertr Spy repoarted
that ‘[tlhe Georges fisherman are busy at Gloucester. Twenty smacks [fishing
vessels] saied Tast week'. ' But the (a;v Ann Light then reported on a heavy
‘blow” in Gloucester on 24 February, i that “the storm must have been
excecdingly severe in the Bay and on Georges'. * On 6 March, the Boston Daily
Advertiser warned that ‘lajll the vessels arrived at Gloucester from Georges since
the gale, report very beavy weather on the Banks'. o By 22 March, the extent
ol' the: Joss: had become clear: thirteen vessels, losses counted in numbers of

n, orphans and widows, as well as in insurance values of ships and gear.
Tvcn one feels the loss it is the theme of conversation among all classes. .
The cammph« which have always attended this business have rcndcn:d
George's forc] Banks a vast cemetery. ..’ YA broadside was circulated and
signed by prominent citizens, among |hcm friends of Lane, requesting help
“from abroad” to aid the widows and orphans left in the storm’s wake, which
‘has cast a glonm over our community, and carried sorrow and mourning to
many hearts”, **

In his history of Gloucester, Babson gives a vivid account of the Georges
Bank. disasters as they reverberate over time within the spatial matrix of the
town's terrain, Tbcsc lost ships and men mect

an wekeomn oo Toe o thdings ever come from the miwdng Goorge's [o] fishermon. Alter
they have bavm out theee or four weeks, fricnds begin to Invquire anvioenly of returning
mariners Jor hushand, son, brother, o fashey, and watch from the hils in agonlzing

-

SUpense. . .

This sense of delay and unknowahility pervades accounts of shipwrecks on
Georges Bank, scarcely imaginable In pictorial imaginings of ships drifting at
anchor in the heavy seas. A woodcut engraving pablished in 1876 (Fig. 6)
imagined the soene of ships during a storm on the Banks, with vessels lilling
baphazardly, at risk of collision in the dense oceanic atmosphere. Mark
Kurlansky has described how, in the course of these faroff disasters,
Gloncester’s harbour became 2 communal space of suspended watchfulness;
familics would look towards Eastern Point, to which the mast of Lane's painting
of Stage Fort directs our mm(ﬁm in "agonizing suspense’ as they expected the
appearance of returning shlps An article about a n\mcmlwf 1861 storm
describes "hundreds of our citizens gathered” along the outer harbour’s shore
“to anxiously watch the vessels riding in salety or drifting in danger, and o fol-
lonw the course of the life-boat and her gaﬂm crew with straining cves' 7 This
account inserts a specific kind of spectator into Gloucester’s harbour — one that
looks with “straining cves’ to distinguish objects from one another. It is this kind
of spectatorship we can see at work in Lane’s painting of Stage Fort, and his
other paintings of Gloucester’s harbour. Even when crowded by ships (Fig. 7),
the harbour ix marked by a static array of objects, whiose emphatic scparation
precluded the imagination of these ships’ destruction at sea, The coastal rocks,
similarly separated and stilled in Lanc’s paintings, were themselyes material
agents of shipwreck, an dlement of the cumal shore w be identified, plotted,
andd avoided in the couwrse of safe nav \galkm

Lane did not entircly exdude the sea's violence from his paintings. In a very
few paintings, he turns to its excess: to its gales and stormy shores; to ships in



Fig. 7. Frz Heory Lane, The Oid Fort and Ten Pound lsdand, Gloucester, 18505, o on carvan, 35.9 x
91.4 cm, Cape Aven Museun. Gloucester, MA. (Phota: Cape Ann Museum)

distress, balanced at the odge of some disaster (Fig- 8); and in some three
paintings, only, 1o the sight of hipwreck itself.™” Yet for a painter within
culture obsessed with narratives of maritime disaster, the subject seems not to
have been of interest to him or to his patrons, Perhaps this &s bocause such
violence was not picturable, at Jeast by Lane — occurring out to sea in an
unimaginable occanic workd, but also, of course, because 1o represent such loss
would contravene the social function of his paintings. Shipwrock at sea wa the
maost potent image of death that haunted his social world in 1862, even in the
comtext of 'cemetery” landscapes more historically legible than Georges Bank,
such as the Civil War fields of Bull Run and Vicksburg, * tnstead of shipwreck,
there was the harbour as a space of watching and mourning, as Lane, carlier in
his carcer as a lithographer in Boston, had depicted in his cover illustration for
the ballad Song of a Fuhers Wife (Fig. 9). Here, a woman waits at the rocky
shore, her ganc out to the horizon, She is set among an omamental frame
composed of marine vegetation, shells, and ropes as if 1o conjure and rearrange
the chaotic clements of the imagined oceanic workl of the absent beloved., It
was this imagination of the far-off entanglement of objects, and of the death
thot it entailed, that Lane's paintings of the harbour sought to disallow,

Monuments

§862 xaw a shift in Lane’s work. The last three or four years of Lane's life and
career preceding his death in 1865 can be soen as a kind of late style, marked by
increasingly spare, even clegiac works, and exemplified by his serics of paintings
of Brace’s Rock (Fig. 10), a prominent (and hazardous) feature of the coast
surrounding Gloucester's harbour.” It is on such works that Lane’s historical
reputation rests, as paintings scen to most perfectly embody the ‘stillness’ and
‘sifence’ of his work, while also p‘m.\inga quality of unscttling rumination, a
‘hint of emotional and spiritual trauma’.”" The uncasy nature of this late style
has been also linked 10 national concerns over the Civil War.””? Such concerns
were strongly felt i Glovcester, tied directly into the region’s life and
landscape; for one, this new war threatened l.hc maritime economy oa which it
depended, just as all prior conflicts had:™ Yet recourse to such larger,

Rock-Bound

Fig. 8. Fiz Monry Lane. A Rough Seo, 1854,
ol on canvas. 61 x 921 on Cape Ann
Museum, Gloucester, MA. (Phosor Cape
Ane Museum.)
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Fig. 9. Ficz Henry Lane. Song of the Fisher’s Wife, 1840, lithograph on paper, 27.6 x 20 em, printed
wmamm»mammmm Woercester, MA
(Photo: American Antiquarian Society.)

overarching narratives may displace the more local meanings of lmdyape
meanings that are parlumlarl) important in the case of Lane and

mplnlk‘all local audience,
Consider a March 8, 1862 natice in the Gloucester Telegraph that reports on

Lane’s recent completion of a painting of Norman's Woe (Fig, 11), a dangerous,
rocky blufl and reef near the Western entrance to Gloucester’s harbour. This
notice gives a vivid description of the painting: *Placid as the bay lies under the
golden glory of approaching sunset. . . llu-snnumcmmdgrinmdupm-
truding at low tide tell of past and coming ages of conflict”.* The *placid’ bay,
its stillness and receptive reflection of the golden light of the evening sky, serve
then caly as a momentary respite from the violence encoded in the emphatically
dark, massed rocks that emerge from the water. On the shore, an oddly

onal block has registered a dark rupture or split in its surface, dcaﬁngdn
rock’s integral wholeness. Seen through the author’s rumination on conflict,



time, and the ovelical histories embedded in ladscape, such visual disruptions
suggest landscape’s allegorical, even universal, significance. a7

The notice, however, moves toward an increasing localisation of Lane’s view,
by making reference to Henry Wadsworth Longfellow’s poem, "The Wreck of
the Hesperus', written in 1839 and inspired by a then-recent shipwreck on
Norman's Woe; the poem's subject was then engraved after a design by Daniel
Huntington (Fig 12)."" 1n the ballad, a father and daughter are caught at sea in
a heavy storm, which dashes the ship against the rocks; the father attempts to
save his daughter by tying ber to the mast. The next morning, on the Bleak
sca-beach’, a group of fisherman finds the daughter’s body, stll lshed to the
mast, wasted up on shore, her hair ‘like the brown sea-weed. . . billow]ing]” in
the tide. ™ Huntington's design emphasises the disturbing eroticism of this imag-
ined encounter, in which the female body & conjoined to an array of inanimate
coastal objects while retaining its sensuous attributes. ™ Though this poem is
not often discussed in relation to Lane’s paintings of Norman's Woe, it had a
continued presence in Gloucester in 1862: four years carlier, the poem had
been performed at the Town Hall, and one listencr, writing in the Cape Ann
Advertier, thapsoxlised that ‘one could imagine they actually heard the howling
of the winds and the beating of the surf against the shore of *Norman's Woe", as
[the performer] recited the fearfol scene of the wreck', We might then con-
sider Lane's painting of Norman's Woe, in thix context, as a different embaodi-
ment of the corporeal foree of the ocean and the bazards of Cape Ann's coast -
materialised here not in words but in painted objects that are displaced Bgures
of oceanic death.”’

Following the allusion o Loogfellow, the notice then turns to desoribe a
‘rucde monument thrown up” on the rocky reef of Norman's Woe some years
carlier, a narrow column of piled-up stone that & barely visible in the painting
atop the distant rock. Considering the picture’s “stillness of an autumn after-
noon”, the article’s author writes that, ‘one can scarcely realize that only a few
weeks afterward the jealous waves Jeaped fiercely over, and swept away this de-
vice of man’s title 1o the desolate rock”,*” Even as the painting reinstated this
lost “monument”, this landscape becomes a site for imagining the ocean’s force
against objects, reclaiming its priority in an event that was not symbolic but
rather a feature of communal living memory. The reference to Longfellow’s
poem and the history of violence along Gloucester's coast redirects and specifies
a reading of the painting’s ‘grim rocks™. These darkened masses sit heavy in the
tide, where wreckage or the bodies of the drowned might wash up,

The darker connotations of the shoreline world of Lane's paintings of Stage
Fort and Norman's Woe are quite different from Church’s painting of a beacon
off Mount Desert, Maine from 3 decade earlier (g 13). Here, a rocky
promontory becomes the stage not for a lost monument of rock, but for a
maore precisely-signifying beacon that, as Franklin Kelly has argued, stood as "an
emblem of safety” amidst the violently coloured sea and sky.”" Angela Miller
likewise considers the beacon in Church’s painting as a signifier of the “prophetic
role’ that New England plaved in the mythology of the nation’s founding. This
beacon is thus a local object with a dear commumicative function and a national
metaphorical sig!iﬁmmv."‘ The coastal rocks in Lane’s paintings of Mage Fort
and Norman's Woe, by contrast, are marked by more undeckbed, Jess broadly
legible meanings. Rather than Church's panoramic expanse, his landscapes are
enclosed upon themselves, wrapped within the curving of harbour and rock. As
such, Lanc’s landscapes, and the objests within them, embody the ambivalent
meanings of the local - the familiar, the recursive, arcl the violent — rather than

Fig. 10. Fiex Hoewy Lane, Beace’s Rock
Broce's Cowe, 1864, ol on canvas, 26.0 x 387
on, Torra Foundation for American Art
Chicago, IL. (Phozo 1 Terra Foundacon for
American Are)
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Fig. 11. o Heary Lane, The Westom Shore with Namion's Woe, 1852, ofl on canvas, 562 x 92.1
om, Cape Ann Museun, Gleucester, MA. (Photo: Cape Anes Museum.)

the singularity and forward movement of the rock-embedded beacon in
Church’s ambitious, carly canvas.

The rocks litering the shore in Stage Forr thus: defined a specific space for
Imagining the sca’s violence: here, the risk and death of the sea found a visual
language at the meeting of the landscape with the forces of the accan, In
antebellum Gloocester, the coastline world was thus pot only a space of labour
or of plackd contemplation. It was also a site of anxious watching, of the
imagination of death, of anxicty and unknowing, as well ax of the suspension
and deferral of such associations. To labour at the depiction of Gloucester's
landscapes and the sites of Joss and disruption that bound its community is, to
return to Appadurai’s terms, to labour at ‘the production of localicy’. His
analysis of the ways in which existing communities work 10 produce and sustain
a sense of locality is apt in the cse of Gloucester, a community tied into global
commodity flows and, in 1862, in the midst of a conflict over the fate of the
larger nation-state.”” Appadural’s argument is that Jocality & always fragile:
work s required to maintain it ‘under conditions of anxiety amd entropy, sodal
wear and flux, ecological uncertainty and cosmic uylatilil_\"f" Lane’s paintings
were prominent actors in the construction of Gloucester's identity, commented
upon frequently in the press and frequently bought by its prominent citizens.
The cultural work his paintings performed was, then, partly the defence of this
fragile locality — work enacted through their relatively contained circulation in
Gloucester, unlike the paintings of Church and Durand, who aimed to secure
their paintings’ legibility as they travelled beyond the space of their maldng."'7

Such pictorial work of preservation echoes actual practices in the built
crwironment, which transtormed these ambivalent rocks into the materials for
the town's protection. The 1858 artidde in the Cape Aon Advertizer about the
rc.uling of Longfellow’s poem shared a page with a notice concerning a petition
for the construction of a stone breakwater in Gloucester Harbour that would
“afford a perfect protection’ 1o vessels sheltering there during storms,™ Rocks,
in the form of scawalls and breakwaters, constitute more literal ‘spatial
practices” that preserve the integrity of locality against the force of the ocean'’s
“jalous waves’, In the 18505 and 1860s, Gloucester’s granite was increasingly
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Fig. 12. Willaen H. Dougal. after Dandel Huntingeon, Wreck of the Hosporus, 1845, ecching, engrav
g, and supple on cream paper, 10.3 x 13.2 em, Pennsyhania Academy of Fine Arts, Phifadelphia,
PA. (Photer Ponnsylvana Acaderny of Fiee Arts.)

dislocated ~ cut fram the gmuml and shipped around the country to build
monuments and [mhh« works.”™ ‘This granite would also, sipnilic a:l!i}, furnish
the material for Lance’s own curious house and studio, one of the very few stone
structures in the town, which he built for himself in §849 on a hill overlooking
the harbour, ™ Like Lane’s paintings, the clements of Gloucestor’s rock-bound”
terrain could be remade into material balwarks against loss — monuments of a
kind — cven as they were objects ll.r-mgh which the presence of death and

siolence, past and present, coald be imagined

Collision

Later in 1862, Lane would conceive of a painting that both clarifics while it
dissolves the strenvous labour of separation and prescrsation in Lane’s more
pubiic paintings, His Dream Paimting (Fig. 14), begun at the end of that vear,
instead explored the destructive force and sense of loss that, as | have argued

. 4 |
here, haunted his pictures

Tx palnting draws deeply upon the visual
grammar of Gloucester’s everyday Hie claborated in his other paintings: a ship,
rocks, a shoreline, And vet the sparial and narrative web that has linked the
obyects in his other paintings has dissolved. A wrecked boat lils, !u‘mmr_g,

apainst a granite boukler outcro ping, A short account of the painiting puhluhul

on 12 December 1862 describes the “angry waves' that ‘beat furiously,
throwing their spray over the dismantled vessel’ Flwese waves send up a
lemon and lavender mist that clots and occludes recessional space. After the

first encounter with the painting, ane sees that the scale is all wrong: this is

no small fishing boat, but a large merchant’s bark, with three masts, cach of

which has been severed in the imagined gale that caused the ship to wash

Rock-Bound

W S Berlues H Bkl Nasewn o0 S
Ihe Svry of Cape Ao Goranste {Woodw&cdy. ME

TBW Booko. 19505 Fad St Goemaln, Cane Aas

aeonty (Chadleston, SC: Arcwia Pl finbing
M5y On Boston Hardoer buibling sevdocty aned
st reclamtion, dulng scavwalls, soe Ny

S Soadodes, Gan

abing s

20055, eap pp. 14115

0, See Arthor Mamlield Beooks, “The Four L

Hewrse bn Gloncester ™, The Faer Iy

S, vol TS, Jely TR pp. 3510, A

) y
youtse Clarence Cork alw desoribod Lane's hoo

0 1554 plece abont the artha: see Willlae 11
Coerdis, " The Sea by He Homee™; Clarcose Cook
Visits Jitz Hogh Lane”, feeriien Ut Aamed. vl

oy, b Sy 1955, po 449

71 Thos puionk

scinlatly atdertinn. Foe & recont techedod

soe Yravwrs

warmanation and bewd Sy

Newton and Maroua Stecle, "Cotoor athon Notes

Otwervativn, Inmagtnation, s Techalgoue o Hex
Thesey Lane’s Divvan Paisting, LY TR A
MOTTAMTRET I AT O/ Winat v oy S onar et
Ol o Y M AL <Dy e

1
tvugmation- and fechaiopr in- it berey Lases

mabeting / > (last actrvser] 9 Felwuary

Marine Paimieg’, Co

Docombser 1562, regein

186 o 79) . Nar Hasry Law Online, <M
wip/cakalog fovtre phys

o " fel "
A e & - } Febwuary N |

OXTORD ARY JOURNAL 441 2001 19



Nichoias Robbins

' 1 T Is e S e
Ny L omedry athom Nidte
A 'NMarew Pating” (wow o> )
For o detatbed st of s complicae
ncebena, upon which mn vammiey rebie
handag anvd Bk} Jenry v, (o 04
% Sov Wikmerding, Fite Hugh | g
s the Danhdve sanvrshp of f
o Moar e Parstbon
Y V) o~ 1 'ﬂlll'-
Davidacn s friencded Jatnes A Craig
Iy Arear s Ky Thon wie A
Lowy L '_J'p < N The Hosory 1Y
Ay "- U
Thes
at N
‘ Jo
1"
] "
120 OXFORD AKT JOLDRNAL 441 2

Fig. 13, Frederk Edwis Ciurch, Beocor, Off Mount Desert fknd, 1851, ol on camvas, 787 > 1168 om
private colection. (Photer Art Renewal Concer’Wikimeda Correndra,)

ashore. Yet the storm that caused the beaching of the ship has left it strangely
unmarked. The wood holl gleams, reflecting an oddly non directional light
that appears to emanate from the granite rock outcropping. "™ Though the

hull s slightly bent by the force of its collision, nothing scems to have

decaved ar weathered, The only wound appears at the st .|{s very bottom,
where a small hole emits a narrow stream of water from a waterlogped hull,
draining the sca back into itself. And so, at the painting’s core, we sce the
collision of boat and rock — the aftermath of a 'storm [that] has spent its
fury’ - that stages the carlier, l:lm;".:('.\"l collisions usually so assiduvously ex
cised from | ,lln“.\ lhin“n:j\,

1862 had been a difficult vear for the artist, not only because of the heavy

communal losses that Gloucester had sstained that winter and spring in the
fisheries, That summer, Lane had temporanily moved out of his granite hoa
overlooking the barbour, where he lived with his sister Sarah and ber husband
loratius Winter. In July 1862, Lane sold his house 10 his close friend, Joseph L.
Stevens fr, and evidently a clash between Winter, Lane, and Stevens ensued
Winter was forcibly removed from the howse and Lane moved out, buat only
L mixu.-.nl\, during the summer and [l of 1862.77 He went to stay with his
friend Dy Herman Davidson and his wife Sarah, who had also ]mnlmu-l his
palnting of Stage Fort carlier that vear. It was -lur:.'lj," this LeInparary exibe

from his home that Lane had a dream:

Sometime last all while lving in bed adeep, & richly furnishesd room was presented 10 sy
magination, Uipon ty wall ey sttention wos attracted 10 3 photury which 1 have bere

« avored ’-[:lnn‘kh- The decam wias very vivid aod on awakes f_-_]v.t.prv! A
nermory for 3 long te The effect was so beantiful the decam that | determaned u
atempt it reprodhxtion, ated this plorure is s result awing & very correct, but U

effect alls far shoet of what 1 aw, and it would be bwgs

to convey 10 canvas such

POIgCOus and brilliant colocing s wa precmied tO mw Thia pciure, himvier will gore o

the beholder saome (i sdea of the dea
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Fig 14, Fix Herey Larw, Drrom Pomting, 1862, off on caras, 61 x S04 om, Terra Foundation for Asrican Art, Chcago, IL. (Photo (0 Teera
Foundation for American Art)

And so, perhaps Qr.mgfl_\'. Lane’s Dream Puinting reproduces not some total,
immersive vision, but rather a painting-object. that appears within that vision
an image already made into representation, set into a domestic enclosure. It is
within the material boundaries of Lane’s public work, the oil painting, that this
disruptive vision emerges through an agentless collision of boat and rock, The
remnantx of this wreck remain [n-rpclually pristine, preserving in imlxmiblv
tension the disaster and its disavowal.

In uum‘d«-ring Lane’s Decam Painting, we lmghl h‘gm to soe, differently, the
relationship between Lane’s paintings and the essays of Ralph Waldo Emerson.
Both attempt, through an exacting lucidity, to form a public expression of belicf
in a potentially l«ml. 'S5 PrOgrossion lhroud\ the: \\orM hence the serenity and
tranquillity that have been located in Lane’s paintings. ® Yet as Sharon Cameron
andd others have argued, Emerson'’s writing &s haunted by grief and by loss,
whose “direct \\pr\'\\mn must be always disavowed and subme: rged in the
process of writing itself. " Lane's paintings of Glowcester's harbour attempted a
similar work, In which the violence and lasses of communal life, matertalised in
the objects of its “rock-bound’ cosst, are laid bare yet wnoowsly stabilised
through the work of pictorial compasition. In the private experience of dreams,
on the other hand, Emerson recognised the mind’s ability 10 scramble its own
attempts at fashioning a stable selthood: They open instead upore 2 workd of
stranger doubling that confuses, rather than smooths out, narrative — a world
marked by what be called ‘dislocation’ and “painful iuqxduﬁun'.m "My
dreams are not me', he claimed in his 1839 lecture 'lk'mmmhvg_\' 'thc_\ are
not Nature, or the Not-me: they are both. . . the phantoms that rise. . . act like

mutincers, and fire on their commander. .. IF ] strike, | am strock: if | chase, |

8. For the oz extondod malvds of this
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am pursied”.”’ Drcams offered to Emerson a “terrible Freedom’, and be ac
knmkdgddmmh]xnonﬂﬂgﬂ once or twice in their life, find in them ‘a
freer utterance’. Lane's confrontation with the scenc of lass in his Dream
Painting bears the evidence of such o “freer utterance’, in a nocturnal “disloca-
tion” and reversal of the enclosed safety of his harbour scenes,

It was Emerson’s imagined certainty of lossless progression that another
writer in Lane’s time - Emily Dickinson ~ would mare privately and pointedly
question, often through the language of sleep, dreaming, and waking Like
Lane’s paintings, Dickinson’s poctry was possessed of an intense locality: both
painter and poct fashioned workds from repeated encounters with the objects of
everyday experience. Reading the pocms that Dickinson wrote in 1862 — her
‘miraculous year', in which she composed hundreds of poems — it is evident
that it was in the “terrible freedom’ of visionary, night-time perception that
Dickinscn often located the fundamental confusion between pleasure and pain,
community and solitude. This confusion was bvoncshtcrncntr\
into the soclal woeld. “The Morning after Woe du- writes in l862
"Surpasses all that rese before ~/for utter Jubilee - ’ Dickinson celebrates,
rather than fears, the reversals instigated by the night. timie workd; rather, they
are the welcome agent of mmiomm;on‘ Who visits in the Night - /And ]nq
lxl'orc the Sun -~/ Concludes his gl interview —/Caresses — and s gone

.. whatsoever Mouth be kissed —/ks as it had not been”.™* Waking becomes,
lnpm d\cpcsugelnd:inmtbc ¢ functions of ludd life, the closure
of the “glistening interview” dulhadopa\edupmlwrpombﬂm And if there
was one reversal that dreaming offered, and 1o which Dickinson so. often
returned, it concerned the entwined identity of gricf and ]oy which are ‘donc/
So similar — An Optizan/ Could not decide between "> In Dickinson’s spatial
lexicon, Emerson’s language of ever-expanding ’u’n:lm of ssion ¢
life is transformed into ber *Circumference” — a word dm described the osdl-
lating, entwined experience of limitation and exparsion. % Such a conception as
Dickinson's “Circumference” allows us to see how the intense Jocality of Lane’s
paintings - dmrmra«!rdwntodmhomlcds}mddwhaﬂnw- tlon
not suggest constrained significance, but rather a heightened material
tion of the fundamental questions and internal intensities of communal life.

Stage Fort across Gloucester Harbor and Dream Paineing can thus be seen
not just in temporal proximity, as book-ends 1o the year 1862, but also in a dia
lectical relationship of separation and collision, of cnclmmn and of release, In
his picture of Stage Fort, hc od and Gloucester's anxictics in
the face of another season of perilous fishing and on the exe of local mobilisation
for a national war. In the more privately conceived picture, one that emerged
from the recesses of his consciousness, the ship that would otherwise calmly ply
the waters of Lane’s placid harbour is instead submitted 1o flux and to the Joss
of communal meaning, Within the wdecided divisibility of his Drcam Pointing,
the destructive event of shipwreck is almost, bt nover quite recuperated in the
gleaming surface of the painting. Between the wneasy promise of preservation in
Seage Fort, and the strangely Mﬁdmcoﬂo«mhkﬂowm?nmmg. we can lo-
cate Lane's labour among his Glowcester community in 1862 the repetitive
project of reproducing the town's sockal worlds and its tenvous “locality”, as
well as the private moment of flight from this work of preservation. It is in this
painting of collison that the violent undercurrent of Gloucester’s landscape
could reappear, a painting he could pot quite concive of in his waking life, but
by which, in this dream of dawn, Lane disrupted his daily labours of preserving
in paint the fragility of the social workd that surrounded him,
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