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FROM PAGE TO STAGE: 

ISABELLA STEWART GARDNER’S PHOTOGRAPH ALBUMS 

AND THE DEVELOPMENT OF HER MUSEUM, 1874-1924 

CASEY K. RILEY 

Boston University Graduate School of Arts and Sciences, 2015 

Major Professor: Kim Sichel, Associate Professor of History of Art & Architecture 
 

ABSTRACT 

This dissertation traces the arc of Isabella Stewart Gardner’s professional 

development through her photographic and archival practices in the late nineteenth and 

early twentieth centuries.  While Gardner’s museum in Boston is well known, she 

destroyed evidence pertinent to her curatorial agenda.  To recover these methods, this 

project surveys Gardner’s involvement with photography through two of her earliest 

travel albums, all fifteen of her illustrated guest books, and five albums of the evolving 

galleries in the Isabella Stewart Gardner Museum.  The process of photographic album 

making supported strategies of research, collection, installation, and preservation that 

Gardner would use as a patron and institutional leader.  Gardner’s albums illuminate her 

actions not only as a collector of travel photography by Antonio Beato, Francis Frith, 

Pascal Sebah, and others, but also as a snapshot photographer and a commissioner of 

professional architectural photography in Boston. Her multivalent photographic practices 

reveal the ways in which she used albums and photography to realize her professional 

ambitions.  Collecting, creating, arranging, and displaying photographs were not 

sentimental pastimes for Gardner, but processes intrinsic to the formation of her identity 
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as a cosmopolitan innovator and civic leader. 

The first chapter analyzes the handwritten narrative, watercolor paintings, and 

commercial photography of Egyptian antiquities in Gardner’s 1874-1875 “Egypt Diary” 

to discover the earliest origins for her actions as a collector.  The second chapter analyzes 

the photographic assemblages of Gothic architecture in Gardner’s 1879 travel albums of 

England to show how that journey influenced her design of the galleries and garden at 

Fenway Court.  The third chapter reads Gardner’s guest books as socially networked 

photographic objects to demonstrate their role in cultivating institutional supporters and 

shaping the cultural mission of her museum. The fourth chapter establishes the 

importance of reproductive technologies in the assembling of Gardner’s collection of art 

and the pivotal role of architectural photography in the preservation of her civic bequest.  

The case studies within this dissertation form a comprehensive examination of Gardner’s 

photographic engagements and the importance of photography in the formation and 

preservation of her institutional legacy. 
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Introduction: From Page to Stage: Isabella Stewart Gardner’s Photograph Albums 
and the Development of her Museum, 1874-1924 

 
“From Page to Stage: Isabella Stewart Gardner’s Photograph Albums and the 

Development of her Museum, 1874-1924” traces the arc of Isabella Stewart Gardner’s 

professional development through her photographic practices in the late nineteenth and 

early twentieth centuries.  While Gardner’s museum in Boston is well known, she 

deliberately obfuscated or destroyed evidence pertinent to her curatorial agenda, leaving 

an extraordinary gap in the historiography of a significant American museum of art.  To 

recover these practices, this project surveys Gardner’s illustrated travel albums, guest 

books, and albums of the galleries in the Isabella Stewart Gardner Museum.1  The many 

reasons for mining Gardner’s albums as templates for her actions as an art collector and 

museum founder converge upon a single principle: the process of photographic album-

making anticipated the strategies of research, collection, installation, and preservation 

that Gardner would put into use when she amassed the objects that would establish her as 

a major patron and institutional leader at the turn of the twentieth century.  Gardner’s 

albums illuminate her actions not only as a collector of commercial travel photography 

but as a snapshot photographer who documented her own social life as well as the 

construction of her museum, and as a commissioner of professional architectural 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 The Archives of the Isabella Stewart Gardner Museum hold at least fifty photograph albums that were 
compiled by Gardner. These include twenty-eight photographic travel albums, fifteen photographic guest 
books, five albums of views and installations within Fenway Court, and two snapshot albums.  Gardner 
collected her photographs from commercial purveyors, professional studio photographers, and also used a 
Kodak camera to document her friendships and the building of her museum.  The museum began a major 
initiative to re-catalogue the collection and archives in 2013, and the finding aid to the photograph 
collection is currently being revised and expanded.  A selection of twenty-one recently conserved travel 
albums may be viewed on the museum’s website (this site does not include all of Gardner’s albums).  See: 
“Isabella Stewart Gardner’s Travel Albums,” The Isabella Stewart Gardner Museum, accessed 7 February 
2015: http://www.gardnermuseum.org/microsites/travelalbums/album_index.html 
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photography.  Prior studies of nineteenth century women’s photograph albums have 

positioned them as sites of private identity formation and as artifacts inextricable from 

the rituals of home and family.2  In contrast, this dissertation examines the impact of 

Gardner’s albums and photography beyond their domestic origins.  Evaluating Gardner’s 

multivalent photographic practices as evidence of her labor reveals the ways in which one 

woman used albums and photography to realize her public and professional ambitions.  

Moreover, tracing the circulation of Gardner’s photographic collections, creations, and 

commissions through transnational social networks illuminates the photograph album as a 

device for promoting individual celebrity and institutional stature.  This project seeks to 

un-domesticate the photographic album by contending that album making was not a 

sentimental hobby for Gardner, but a process intrinsic to the formation of her identity as a 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2 Numerous studies of women’s photographic albums in the nineteenth century assert a vital relationship 
between album creation and the domestic sphere.  Anne Higonnet states that women’s albums drew upon 
pictorial traditions rooted within the home, as “home was a world to be invented and managed by women.”  
See: Anne Higonnet, “Secluded Vision: Images of Feminine Experience in Nineteenth Century Europe” in 
Norma Broude and Mary D. Garrard, The Expanding Discourse: Feminism and Art History (New York, 
NY: Harper Collins, 1992), 170-185.  Patrizia DiBello suggests that the album is a “feminine space” in 
which women used photography “to give power to their fantasies and validate their experiences” within the 
confines of home and family. See Patrizia Di Bello, Women’s Albums and Photography in Victorian 
England: Ladies, Mothers, and Flirts (Aldershot, UK: Ashgate, 2007), 23.  Similarly, Elizabeth Siegel 
contends that women’s “[album] art depicted activities within an accepted domestic sphere, representing a 
range—though a limited one—of women’s experiences and important social and familial functions.”  See 
Elizabeth Siegel, “Society Cutups,” in Playing with Pictures: The Art of Victorian Photocollage (New 
Haven, CT: Yale University Press, 2009), 16.  While Marilyn Motz’s case studies of women’s photograph 
albums from 1880 to 1920 suggest that the album served as a place for women to establish “a personal 
identity apart from one’s family,” she demonstrates that “the ideal of the domestic sphere” remained a 
constant framework for these albums’ construction.  See: Marilyn Motz, “Visual Autobiography: 
Photograph Albums of Turn-of-the-Century Midwestern Women Author(s),” American Quarterly, Vol. 41, 
No. 1 (March 1989), 63-92.   
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cosmopolitan innovator and civic leader.3 

 Isabella Stewart Gardner (1840-1924) was among the most significant art 

collectors and museum founders in America at the turn of the twentieth century.  She was 

born in New York, attended finishing schools in France and Italy, and moved to Boston 

upon her marriage to John Lowell Gardner, Jr., in 1860.4  After her only son died in 1865, 

Gardner traveled extensively in Europe, the Middle East, Asia, and the United States, and 

embarked upon a course of self-education centered upon the study of canonical works of 

art and literature.  Her relationships with important artists and intellectuals in Boston and 

abroad led Gardner to become a patron of music as well as a collector of rare books and 

manuscripts, and later drew her to collecting other forms of art.  Using an inheritance of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
3 Studies of vernacular photograph albums typically situate these albums within the context of home and 
family.  For representative examples, see: Marianne Hirsch, Family Frames: Photography, Narrative, and 
Postmemory (Cambridge, MA: Harvard University Press, 1997); Marianne Hirsch, ed., The Familial Gaze 
(Hanover, NH: University Press of New England, 1999); Deborah Willis, ed., Picturing Us: African 
American Identity in Photography (New York, NY: The New Press, 1994); James Rutkowski, Michael 
Hall, and Shirley Wajda, Family Album: The James Rutkowski Collection of American Photographs 
(Columbus, OH: Columbus Museum of Art, 2004). 
4 Gardner’s life has been described in three major biographies.  The first was largely composed under her 
supervision by the first director of her museum, Morris Carter, and is considered to be the definitive 
historical account of her life.  See: Morris Carter, Isabella Stewart Gardner and Fenway Court (Boston, 
MA: Isabella Stewart Gardner Museum, 1925).  Louise Hall Tharp wrote a biography that incorporates 
information drawn from interviews with Gardner’s family, friends, and acquaintances, but her footnoting is 
inconsistent and in many cases her assertions cannot be verified.  See: Louise Hall Tharp, Mrs. Jack: A 
Biography of Isabella Stewart Gardner (Boston, MA: Isabella Stewart Gardner Museum, 1965).   Douglass 
Shand-Tucci’s biography of Gardner provides fresh insight into her relationships with the many writers, 
artists, and intellectuals who surrounded her and impacted the formation of her museum.  See: Douglass 
Shand-Tucci, The Art of the Scandal: The Life and Times of Isabella Stewart Gardner (New York, NY: 
Harper-Perennial, 1997).  In addition to these biographies, two histories of her collection have been 
produced by the museum: Hilliard Goldfarb, The Isabella Stewart Gardner Museum: A Companion Guide 
and History (New Haven, CT: Yale University Press, 1995) and Alan Chong, Richard Lingner, and Carl 
Zahn, ed., Eye of the Beholder: Masterpieces from the Isabella Stewart Gardner Museum (Boston, MA: 
Isabella Stewart Gardner Museum, 2003).  Two collections of correspondence with Gardner further 
illuminate the particulars of her collecting practices and social life.  See: Rollin Van N. Hadley, ed., The 
Letters of Bernard Berenson and Isabella Stewart Gardner, 1887-1924 (Boston, MA: Northeastern 
University Press, 1987) and Rosella Mamoli Zorzi, ed., Henry James: Letters to Isabella Stewart Gardner 
(London, UK: Pushkin Press, 2009).  In the final chapter of this dissertation, I provide further information 
regarding the literature of her collection. 
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2.75 million dollars from her father, Gardner amassed an important collection of 

furniture, paintings, sculpture, and other objects from Asia, Europe, and the United States 

between 1891 and 1903.5  She installed her collection within a museum that she designed 

and built to resemble a Venetian palazzo in Boston, Massachusetts.  The Isabella Stewart 

Gardner Museum in the Fenway was incorporated in December 1900 and opened to the 

public in 1903.  She remodeled the museum between 1914 and 1915, and continued to 

acquire works of art for the museum until her death in 1924.   

In addition to her other pursuits, Isabella Stewart Gardner devoted significant 

energy to the collection, creation, arrangement, and display of photographic documents 

throughout her life.  Gardner was an inveterate album maker and produced a broad range 

of photographic books over the course of her eighty-four years.  The archives of the 

Isabella Stewart Gardner Museum today maintain fifty photograph albums that were 

compiled by Gardner between 1867 and 1919.6  Like many within her social class in the 

latter half of the nineteenth century, Gardner was an avid traveler, and between 1867 and 

1895 she created twenty-eight photographic travel albums to document her journeys in 

Europe, the Middle East, Asia, and the Americas.  These travel albums contain a variety 

of landscape and ethnographic photographs from the nineteenth century tourist trade and 

reveal her ongoing acquisition of images produced by the firms of important commercial 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
5 See Carter, 121-125.  For a comparative study of private art collections between 1890 and 1940, see: 
Anne Higonnet, A Museum of One’s Own: Private Collection, Public Gift (Pittsburgh, PA: Periscope 
Publishing, 2010).  Higonnet considers Gardner within a group of collectors that includes the 4th Marquess 
of Hertford, Sir Richard and Lady Amélie Wallace, le Duc d’Aumale, Henry Clay Frick, Henry and 
Arabella Huntington, and Mildred and Robert Bliss. 
6 For information regarding these albums, see footnote 1. 
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photographers.7  Gardner also maintained fifteen photographic guest books illustrating 

her social activities between 1893 and 1919.  Her guest books showcase close personal 

relationships with artists, writers, musicians, and intellectuals through snapshot 

photography by both Gardner and her friends.  Finally, the archives contain five 

photographic albums that hold comprehensive views of the installations and architecture 

of Fenway Court by two professional photographers who specialized in art installations 

between 1908 and 1919.  The installation albums illuminate the chronology and the 

extent of Gardner’s photographic collaboration with the firm of Thomas E. Marr and Son, 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
7 Gardner’s travel albums contain the work of numerous commercial photographic concerns in the late 
nineteenth century.  Because many of her travel albums have yet to be studied, a number of these 
photographers have not yet been identified.  The photography within the albums of her travels in Asia are 
discussed in Alan Chong and Noriko Murai, Journeys East: Isabella Stewart Gardner and Asia (Boston, 
MA: Isabella Stewart Gardner Museum, 2009); the photography in her albums of Italy are discussed in 
Elizabeth Anne McCauley, “A Sentimental Traveler: Isabella Stewart Gardner in Venice,” in McCauley, et 
al, Gondola Days: Isabella Stewart Gardner and the Palazzo Barbaro Circle (Boston, MA: Isabella 
Stewart Gardner Museum, 2004).  Within this dissertation, I discuss the photography of Antonio Beato, 
Francis Frith, and Pascal Sebah in the chapter devoted to Gardner’s “Egypt Diary” as well as Frith, George 
W. Wilson, and Francis G. O. Stuart in the chapter that analyzes her 1879 England albums.  In particular, 
the first chapter of this dissertation builds upon Kathleen Stewart Howe’s Excursions Along the Nile: The 
Photographic Discovery of Ancient Egypt (Santa Barbara, CA: Santa Barbara Museum of Art, 1994) as 
well as foundational monographs regarding Francis Frith and Felice Beato (brother and sometime colleague 
to Antonio Beato): Douglas Nickel, Francis Frith in Egypt and Palestine: A Victorian Photographer 
Abroad (Princeton, NJ: Princeton University Press, 2004) and Anne Lacoste, Felice Beato: A Photographer 
on the Eastern Road (Los Angeles, CA: J. Paul Getty Museum, 2010).  The fourth and final chapter of this 
dissertation acknowledges the work of many European photographic firms that specialized in reproductions 
of paintings and sculpture. 
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and reveal her priorities in preserving her curatorial legacy.8  Gardner shared all of her 

albums amongst her family and friends, and they were also used to promote the interests 

of her museum beyond her social networks.9  While Gardner originally installed these 

albums within the Macknight Room and the Long Gallery at Fenway Court (the principal 

building of her museum), they were removed to the official archives of the museum for 

conservation in 1972 and are open to researchers today. 

 Prior studies of Gardner’s travel albums by Lawrence Berman, Alan Chong, 

Christine Guth, Anne Higonnet, and Elizabeth Anne McCauley have advanced our 

understanding of Gardner’s experiences abroad and illuminated the historical contexts for 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
8 Thomas E. and Arthur Marr ran a father-son firm that specialized in landscape and architectural 
photography as well as photographic reproductions of works of art in turn of the twentieth century Boston.  
While a broader discussion of architectural photography is beyond the scope of this project, several studies 
of the genre in the nineteenth and twentieth century may be noted here to provide context for the work of 
the Marrs.  Richard Pare provides a foundational discussion of photography’s impact upon the field of 
architecture and the built environment in Photography and Architecture: 1839-1939 (Montreal, Canada: 
Canadian Centre for Architecture, 1982).  Cervin Robinson’s Architecture Transformed: A History of the 
Photography of Buildings from 1839 to the Present (Cambridge, MA: MIT Press, 1987) discusses 
photography as a tool for documenting the evolution of the urban landscape between 1880 and 1930.   Eve 
Blau’s chapter regarding nineteenth century urban survey photography in Eve Blau and Edward Kaufman, 
ed., Architecture and its Image: Four Centuries of Architectural Representation: Works from the Collection 
of the Canadian Centre for Architecture (Cambridge, MA: MIT Press, 1989) discusses the serial nature of 
these surveys.  Claire Zimmerman’s Photographic Architecture in the Twentieth Century (Minneapolis, 
MN: University of Minnesota Press, 2014) considers the circulation of architectural photography through a 
variety of printed media to establish the impact of photography upon architectural design in the twentieth 
century. 
9 Alan Chong notes that Gardner designed her travel albums to “preserve her memories” so that she could 
share them with her friends and family.  See Alan Chong and Noriko Murai, Journeys East: Isabella 
Stewart Gardner and Asia (Boston, MA: Isabella Stewart Gardner Museum, 2009), 19-20. Gardner wrote 
to her sister in law Julia Gardner Coolidge from India to say that “I have been arranging photographs in my 
albums all morning; I hope some day you will care to see them.”  See Chong and Murai, Journeys East, 
372.  Elizabeth Anne McCauley discusses Gardner’s albums of Venice, Italy, as “a kind of visual diary that 
could be shown to friends.”  See Elizabeth Anne McCauley, “A Sentimental Traveler: Isabella Stewart 
Gardner in Venice,” in McCauley, et al, Gondola Days: Isabella Stewart Gardner and the Palazzo Barbaro 
Circle (Boston, MA: Isabella Stewart Gardner Museum, 2004), 8.  Chapters 3 and 4 of this dissertation 
reveal the ways in which Gardner circulated her guest books and disseminated albums of Fenway Court. 
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her photographic collection and album making.10  Anne Higonnet suggests that Gardner’s 

photographic travel album construction anticipated her eventual role as the head of a 

major museum, saying that she “assembled albums, filled with photographs of works by 

Old Masters, that resemble art history textbooks.  Later, she bought original art rather 

than photographs and assembled them in a building rather than an album.”11  Similarly, 

Alan Chong notes that the “making of these volumes was critical to Isabella’s education 

and self-fashioning—steps towards her eventual emergence as a collector and museum-

maker.”12  Christine Guth observes that Gardner’s travel albums included “materials that 

evoke the past through their touch and smell,” which “brought to her albums a kind of 

synesthetic structure also important at Fenway Court.”13  However, the above-mentioned 

studies have not performed extensive examinations of the complex photographic 

assemblages within the travel albums to substantiate these claims, nor have they 

considered the travel albums within the broader corpus of Gardner’s other photographic 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10 Elizabeth Anne McCauley and Alan Chong discuss Gardner’s travel albums of Italy in McCauley, et al, 
Gondola Days: Isabella Stewart Gardner and the Palazzo Barbaro Circle (Boston, MA: Isabella Stewart 
Gardner Museum, 2004).  Alan Chong and Christine Guth analyze Gardner’s “Egypt Diary” of 1874-1875 
and her albums of Asia in 1883-1884 in Noriko Murai and Alan Chong, Journeys East: Isabella Stewart 
Gardner and Asia (Boston, MA: Isabella Stewart Gardner Museum, 2009).  Lawrence Berman discusses 
Gardner’s “Egypt Diary” in “Aboard the Ibis: The Gardners’ Nile Voyage, 1874-1875” in Noriko Murai 
and Alan Chong, Inventing Asia: American Perspectives Around 1900 (Boston, MA: Isabella Stewart 
Gardner Museum, 2014). Anne Higonnet briefly mentions Gardner’s travel albums in A Museum of One’s 
Own: Private Collection, Public Gift (Pittsburgh, PA: Periscope Publishing, 2010). 
11 Higonnet, A Museum of One’s Own, 194. 
12 Alan Chong discusses Gardner’s “Egypt Diary” as part of a broader consideration of her travels in Asia.  
Yet because the Nile journey occurred eight years before her trip through Asia in 1883-1884, the conflation 
of these journeys is somewhat problematic. See Alan Chong, “Introduction: Journeys East” in Alan Chong 
and Noriko Murai, Journeys East: Isabella Stewart Gardner and Asia (Boston, MA: Isabella Stewart 
Gardner Museum, 2009), 14-21. 
13 In “Asia By Design: Women and the Collecting and Display of Oriental Art,” Christine Guth states that 
“Many of the creative practices Gardner employed at Fenway Court were prefigured in small scale in the 
albums that she assembled as souvenirs of her travels to the Middle East and East Asia,” but she does not 
analyze the ensembles within the album to illustrate their echoing her curatorial strategies.  See Christine 
Guth, “Asia By Design: Women and the Collecting and Display of Oriental Art,” in Chong and Murai, 
Journeys East, 60-62. 
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albums and activities. While Lawrence Berman presents a compelling historical context 

for Gardner’s “Egypt Diary” of 1874-1875, his analysis dismisses any meaningful 

connections between the album and her museum, concluding that she “was a young, 

vibrant woman, full of life and excitement, who simply relished the whole experience.”14  

In contrast, Elizabeth Anne McCauley acknowledges the need for sustained analysis of 

Gardner’s albums, asserting that  

…travel albums [like Gardner’s of Italy] necessarily mirror the availability of 
commercial images of canonical sites, but as self-conscious narratives, they also 
allow for considerable personal freedom in the choice and sequencing of images, 
and thus can be subjected to the same methods of close reading that have recently 
been applied to published travel writing and unpublished diaries.15 
 

 By following McCauley’s implicit challenge to deeply analyze the assemblages 

within Gardner’s travel albums as self-published diaries of her experiences, intentions, 

and ambitions, this dissertation sheds new light upon the forces that shaped her museum.  

Although her travel albums of Asia and Italy reveal a great deal about her activities as a 

connoisseur and autodidact in the 1880s and 1890s, and have accordingly received 

scholarly attention, her earliest travels in the Middle East and in Europe in the 1870s 

were equally formative and mandate the level of analysis provided herein.  Such an 

analysis provides fresh insight into the sources of her design for Fenway Court and 

expands the range of her architectural and curatorial studies well beyond her years in 

Venice.  Moreover, when Gardner’s earliest travel albums of Egypt and England are read 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
14 Lawrence Berman places Gardner’s journey along the Nile within the context of Egyptian tourism and 
the study of Egyptian antiquities in the late nineteenth century.  His expository overview reprints large 
sections of the text within the diary and includes many illustrations drawn from the same, but does not 
engage in a critical analysis of these visual texts.  See Berman, “Aboard the Ibis: The Gardners’ Nile 
Voyage, 1874-1875” in Murai and Chong, Inventing Asia: American Perspectives Around 1900, 82. 
15 McCauley, “A Sentimental Traveler,” in McCauley, et al, Gondola Days, 10. 
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alongside her guest books and installation albums, the scope of her photographic 

activities and their impact upon the development of her civic bequest becomes clear.   

 “From Page to Stage” examines three types of albums created by Gardner between 

1874 and 1919 to provide fresh insight into her photographic activities before, during, 

and after the building of her collection and museum.  Specifically, it examines four of 

Gardner’s earliest photographic travel albums (her “Egypt Diary” of 1874-1875 and a 

three album set of her journey to England in 1879), all fifteen photographic guest books 

from 1893 to 1919, and five albums of photographs depicting the installations at Fenway 

Court between 1902 and 1919 to assert their relationship to her collection, her museum, 

and her public persona.  The first chapter builds upon prior readings of her “Egypt Diary” 

to demonstrate the ways in which her trip down the Nile prepared Gardner for the 

autodidactic practices, collecting strategies, and social networking that would be vital to 

the development of her museum.  The second chapter provides the first scholarly analysis 

of Gardner’s albums of England and their impact upon her design of Fenway Court.  

Given the importance of this journey and Gardner’s repeated visits to England—she 

traveled there more than anywhere else except Italy—this project rectifies the oversight 

by connecting her activities in England to specific installations and works of art in her 

museum.  When taken together, the first two chapters illuminate the formation of 

Gardner’s critical practices as a travel album maker who trained her eye and intellect 

through the collection and arrangement of photographs pertinent to the regions she 

studied.  The third chapter analyzes the photographic guest books created by Gardner 

between 1893 and 1919.  Aside from a brief mention by Alan Chong in Gondola Days: 
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Isabella Stewart Gardner and the Palazzo Barbaro Circle, these socially networked 

photographic objects have never been subjected to scholarly analysis.16  In fact, the guest 

books were vital players in the development of Gardner’s position within the elite 

transnational networks that shaped and supported the cultural work of Fenway Court.  

Moreover, Gardner’s snapshot photography within the guest books demonstrates the 

centrality of her photographic practices in the development of her civic identity and 

legacy.17  The fourth chapter examines five photographic albums that Gardner created in 

collaboration with the firm of Thomas E. Marr and Son between 1908 and 1919.  These 

albums have never been discussed in any scholarly publication, nor has Gardner’s 

relationship with the Marr firm—which documented the entirety of her museum under 

her direction—ever appeared in print.18  In fact, the installation albums and the Marrs’ 

photography have had a crucial role in the preservation of Gardner’s vision for Fenway 

Court into the present day.  The conclusion discusses Gardner’s efforts to document the 

construction of Fenway Court with her Kodak camera and outlines the areas of her 

photographic corpus that demand further analysis.  When taken together, these chapters 

provide insight into the role of photography in the formation of the Isabella Stewart 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
16 Alan Chong describes Gardner’s guest books as “important instruments of artistic expression” in his 
essay “Artistic Life in Venice.”  See Elizabeth Anne McCauley, et al, Gondola Days: Isabella Stewart 
Gardner and the Palazzo Barbaro Circle (Boston, MA:  The Isabella Stewart Gardner Museum, 2004), 93 
and 102-103. 
17 Gardner owned a Kodak camera and documented the construction of Fenway Court between 1900-1901.  
The Archives of the Isabella Stewart Gardner Museum hold a collection of fifty-seven snapshots of the 
museum’s construction.  The third chapter and the conclusion to the dissertation discuss her activities as a 
snapshot photographer. 
18 My forthcoming chapter, “Self Assembled: Isabella Stewart Gardner’s Photographic Albums and the 
Development of her Museum, 1902-1924,” will appear in Photographs, Museums, Collections: Between 
Art and Information, ed. Elizabeth Edwards and Christopher Morton (London, UK: Bloomsbury, May 
2015). 
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Gardner Museum. 

Album making was a device that Gardner used to subvert conventional standards 

of feminine conduct, most particularly those that precluded her from the world of work.  

With her wealth and social position establishing the pretext for her undertaking, Gardner 

pursued an ambitious course of self-education and intellectual refinement through 

activities synonymous with her leisure: traveling domestically and internationally, 

hosting and attending a wide array of social events, and patronizing the arts.  Throughout 

these experiences, Gardner deployed her photographic albums as evidence of her growing 

professional expertise and rising position within elite transnational networks.  By 

soliciting entries from and photographs of friends such as Julia Ward Howe, Sarah Orne 

Jewett, Henry James, John Singer Sargent, Charles Eliot Norton, and many others, 

Gardner solidified her relationships with the authors, artists, and scholars whose celebrity 

limned the Gilded Age and whose signatures lined the pages of her guest books.19 

Restoring these photographic albums to the social and professional networks in which 

Gardner circulated allows us to recover the ways in which albums provided a 

comprehensive framework for her to present travel writing, photography, hand 

illustration, and the acquisition of relationships as work.  In Gardner’s hands, the 

photographic album was not an inert catalogue of the past.  Rather, it served as an 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
19 Mark Renella’s The Boston Cosmopolitans: International Travel and American Arts and Letters (New 
York, NY: Palgrave Macmillan, 2008) provides the historical context for international travel within 
Gardner’s milieu.  Additionally, Christine Stansell’s American Moderns: Bohemian New York and the 
Creation of a New Century (New York, NY: Metropolitan Books, 2000) explores the intersections of 
intellectual life, artistic expression, political activism, and social reform in New York City at the turn of the 
twentieth century.  In her discussion of the salons and social networks critical to the formation of modern 
identity in New York, she offers a vital comparative model for my analysis of Gardner’s circles of 
influence. 
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intellectual index for a woman whose ambitions exceeded the limitations of her class and 

her gender, and became a prospectus for the future of a major American museum. 

 This dissertation constitutes a critically needed and longitudinal study of what 

Gardner Museum director Anne Hawley has called Gardner’s “self-fashioning” before, 

during, and after the establishment of her museum.20 Gardner’s “home was a cultural 

mecca for a wide array of scholars, musicians, artists, and writers whose work she often 

supported and presented, and whose collective contribution to the formation of American 

culture was long-lasting and unrivaled,” and her albums provide a foundational 

understanding of the manner in which Gardner prepared herself to enter these circles and 

to command their respect.21  By combining practices of close reading, material 

engagement, archival research, and the reading of both primary and secondary texts, this 

project establishes the social history of Gardner’s albums and photography.22  At the 

same time, it reveals the impact of Gardner’s albums upon her civic persona and legacy at 

a pivotal moment in American women’s history.23 Bill Brown’s challenge to consider 

material objects as agents of social change is vital to my inquiry: “The question is less 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
20 Anne Hawley, “Isabella Stewart Gardner: An Eye for Collecting,” in Rosella Mamoli Zorzi, ed., Before 
Peggy Guggenheim: American Women Art Collectors (Venice, Italy: Marsilio, 2001), 60. 
21 Hawley, “Isabella Stewart Gardner: An Eye for Collecting,”62. 
22 To this end, the principles of Jules David Prown’s foundational essay on the analysis of material culture, 
“Mind in Matter: An Introduction to Material Culture Theory and Method,” have guided this investigation 
both within and beyond the archive.  Jules David Prown, “Mind in Matter: An Introduction to Material 
Culture Theory and Method,” Winterthur Portfolio, Vol. 17, No. 1 (Spring 1982): 1-19. 
23 In The Social Life of Things: Commodities in Cultural Perspective, Arjun Appadurai proposes “a new 
perspective on the circulation of commodities in social life…Focusing on the things that are exchanged, 
rather than simply on the forms or functions of the exchange, makes it possible to argue that what creates 
the link between exchange and value is politics, construed broadly.  This argument…justifies the conceit 
that commodities, like persons, have social lives,” (3).  While this project does not consider the political 
ramifications of Gardner’s albums, her albums nonetheless had “social lives” that intersected with and 
impacted the cultural networks she inhabited.  See: Arjun Appadurai, The Social Life of Things: 
Commodities in Cultural Perspective (Cambridge, UK: Cambridge University Press, 1986). 
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about ‘what things are for a given society’ than about what claims on your attention and 

on your action are made on behalf of things…How does the effort to rethink things 

become an effort to reinstitute society?”24  By rethinking Gardner’s albums as claims for 

her professional destiny, this dissertation envisions the material construction of the album 

as integral to her subversion of conventional femininity. 

Dolores Hayden’s concept of material feminism in The Grand Domestic 

Revolution: A History of Feminist Designs for American Homes, Neighborhoods, and 

Cities provides theoretical grounds for connecting the materiality of Gardner’s albums to 

the physical spaces of Fenway Court.  Hayden recovers women social reformers’ efforts 

to challenge “the physical separation of household space from public space, and the 

economic separation of the domestic economy from the political economy,” and 

demonstrates the impact of these campaigns upon the built environment.25  In doing so, 

Hayden offers a model for analyzing the Gardner Museum as an institution that straddled 

the boundary between public and private life, and for the investigation of the founder’s 

purposes in blurring these distinctions in both her albums and her institution at the turn of 

the twentieth century. 

The “material turn” of cultural studies in the past decade has definitively shaped 

the evolution of this project.  In particular, the methodological principles outlined by 

Elizabeth Edwards and Janice Hart in their introduction to Photographs Objects 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
24 Bill Brown, “Thing Theory,” in Things, Bill Brown, ed. (Chicago, IL: University of Chicago Press, 
2004), 9. 
25 Dolores Hayden, The Grand Domestic Revolution: A History of Feminist Designs for American Homes, 
Neighborhoods, and Cities (Cambridge, MA: The MIT Press, 1982), 1. 
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Histories: On the Materiality of Images inform my analysis of Gardner’s albums.26  In 

articulating the rationale for an object-based approach to photography, the authors 

observe that  

…an object cannot be fully understood at any single point in its existence but 
should be understood as belonging in a continuing process of production, 
exchange, usage, and meaning.  As such, objects are enmeshed in, and active in, 
social relations, not merely passive entities in these processes.27  
 

The complex cultural work of Gardner’s albums—which includes their active role in her 

design, curation, and preservation of Fenway Court—should be understood as part of the 

continuing processes identified by Edwards and Hart.28  Moreover, several essays within 

this collection—including chapters by Geoffrey Batchen, Glenn Willumson, and Alison 

Nordström—serve as essential case studies for the material analysis of photographic 

objects.  Batchen’s analysis of a nineteenth century photographic locket examines its 

functions as an object of memory to reveal its “resistance…[to] memory crisis,” thereby 

establishing the critical value of studying vernacular photographic objects like Gardner’s 

albums.29  Willumson discusses the changing status of a set of photographic albums now 

held at the Getty Research Institute by D.M. Seaton, a prominent American businessman, 

to assert that “the domesticity of the album transformed the reception of the material 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
26 Elizabeth Edwards and Janice Hart, ed., Photographs Objects Histories: On the Materiality of Images 
(New York, NY: Routledge, 2004).   
27 Edwards and Hart, “Introduction,” Photographs Objects Histories: On the Materiality of Images, 4. 
28 Jane Tompkins uses the phrase “cultural work” to describe the functions of sentimental fiction in 
nineteenth century America.  See Jane Tompkins, Sensational Designs: The Cultural Work of American 
Fiction, 1790-1860 (Oxford, UK: Oxford University Press, 1985), xv. 
29 Geoffrey Batchen, “Ere the Substance Fade: Photography and Hair Jewelry,” in Edwards and Hart, 
Photographs Objects Histories: On the Materiality of Images, 43. Batchen’s Forget Me Not: Photography 
and Remembrance (New York, NY: Princeton Architectural Press, 2004) has also provided an exceptional 
model for this study, as he considers the material lives of a variety of vernacular photographic objects as a 
way to understand cultures of remembrance in the Western world. 
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qualities of the photographs, [just as] the library altered the understanding of the 

albums.”30  In doing so, Willumson connects both provenance and the archival 

organization of albums within institutional collections to the perceived meanings of 

photographic travel albums.31  Nordström’s discussion of William Vaughn Tupper’s 

forty-six travel scrapbooks integrates material concerns with the social history and 

theoretical implications of the travel album.32 Nordström asserts that travel albums like 

Tupper’s “communicate specific narratives to a particular audience” through their 

material construction, and therefore should be interrogated to understand “the larger 

world of which they are both a part and a reflection.”33  In short, considering the social 

life of Gardner’s photographic albums through their material creation and circulation 

reveals new grounds for the analysis of her institutional practices. 

Several groundbreaking studies of women’s leisure in the nineteenth century and 

early twentieth centuries inform the philosophical basis for this project and have shaped 

the selection of its source materials.  These studies provide the basis for my 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
30 Glenn Willumson, “Making Meaning: Displaced Materiality in the Library and the Art Museum,” in 
Edwards and Hart, Photographs Objects Histories: On the Materiality of Images, 66. 
31 Willumson, “Making Meaning: Displaced Materiality in the Library and the Art Museum,” 66. 
32 Alison Nordström, “Making a Journey: The Tupper Scrapbooks and the Travel They Describe,” in 
Edwards and Hart, Photographs Objects Histories: On the Materiality of Images, 81-95.  William Vaughn 
Tupper was a financier in Brooklyn, New York, who visited Europe and North Africa with his wife and 
two daughters between 1891 and 1895; his albums are held within the collections of the Boston Public 
Library’s Prints and Photographs Department.  Nordström’s dissertation, “Voyages (per)Formed: 
Photography and Tourism in the Gilded Age” (doctoral dissertation, Union Institute of Cincinnati, 2001), 
also analyzes travel albums produced by “middle and upper class Americans” before 1914.  Nordström 
asserts that “The albums in this study show idealized and self-centered constructions of the rest of the 
world that reveal the way some Gilded Age Americans understood it.  The stories of foreign places told in 
the parlor are a way of domesticating and controlling unfamiliar cultures in a way that supports the values 
of that parlor.” See Nordström, “Voyages (per)Formed: Photography and Tourism in the Gilded Age,” 
abstract. 
33 Nordström, “Making a Journey: The Tupper Scrapbooks and the Travel They Describe,” in Edwards and 
Hart, Photographs Objects Histories: On the Materiality of Images, 81-82. 
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reinterpretation of Gardner’s leisure—especially her travel, her event planning, and her 

snapshot photography—in the first, second, and third chapters of this project. Kathy 

Peiss’s Cheap Amusements: Working Women and Leisure in Turn-of-the-Century New 

York and Nan Enstad’s Ladies of Labor, Girls of Adventure: Working Women, Popular 

Culture, and Labor Politics at the Turn of the Twentieth Century reposition women’s 

extra-domestic pursuits between 1860 and 1920 to assert their cultural power.34  In her 

examination of women’s activities throughout a variety of public spaces dedicated to 

pleasure—dance halls, theaters, and picnic grounds among them—Peiss establishes the 

importance of these novel civic spaces within working class women’s daily lives and 

their impact upon the same women’s civic autonomy.  In particular, her observation that 

“Leisure activities may affirm the cultural patterns embedded in other institutions, but 

they may also offer an arena for the articulation of different values and behaviors” offers 

new critical grounds for the study of leisure as a device for social reform.35  Similarly, in 

her study of the intersections between women’s consumer habits and their involvement 

within the labor movement, Enstad critiques the inherent sexism of labeling certain 

activities as “frivolous” and asserts that working women’s “participation in consumer 

culture did not preclude their political activism.”36  By establishing the vital importance 

of pleasurable pursuits in the reformation of female identity, autonomy, and civic 

engagement in the Gilded Age, these historians inform my own examination of Gardner’s 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
34 Kathy Peiss, Cheap Amusements: Working Women and Leisure in Turn-of-the-Century New York 
(Philadelphia, PA: Temple University Press, 1986); Nan Enstad, Ladies of Labor, Girls of Adventure: 
Working Women, Popular Culture, and Labor Politics at the Turn of the Twentieth Century (New York, 
NY: Columbia University Press, 1999). 
35 Peiss, 4. 
36 Enstad, 4-5. 
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travels, social networking, and album making as substantive pursuits. 

Understanding the effects of leisure within Gardner’s social class, as well as 

Gardner’s adaptations of certain forms of leisure (such as traveling, hosting parties, and 

making albums) is particularly important to an in-depth analysis her albums.  In her study 

of middle and upper class women’s leisure, Beverly Gordon’s The Saturated World: 

Aesthetic Meaning, Intimate Objects, Women’s Lives, 1890-1940 examines women’s 

“domestic amusements” to contend that these leisure pursuits “enriched and added 

meaning to their lives,” thereby asserting a feminist reading of women’s pastimes at the 

turn of the twentieth century.37  Like Peiss and Enstad, Gordon notes the disparagement 

with which prior scholarship has tended to regard women’s hobbies and private activities, 

including the making of scrapbooks.38  Gordon positions these activities—like album-

making, party-throwing, playing dress-up, doll-playing, and collecting—as consequential 

extensions of the “overlapping ‘movements’ (Aesthetic, Decorative Arts, Arts and Crafts, 

Art Nouveau)” that pervaded the domestic life of upper class women.39  Noting that these 

movements “generally identified [a] kind of inherent artistic sensibility…[to which] the 

‘fair sex’ was innately attuned,”40 Gordon identifies women as both key shapers and 

major beneficiaries of the philosophies underpinning each movement, and in doing so 

recovers the ways in which leisure cultivated more privileged women’s (including 

Gardner, whom she mentions in a chapter on collecting) independent self-expression.41 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
37 Beverly Gordon, The Saturated World: Aesthetic Meaning, Intimate Objects, Women’s Lives, 1890-1940 
(Knoxville, TN: The University of Tennessee Press, 2006), 1. 
38 Gordon, The Saturated World, 37-61. 
39 Gordon, The Saturated World, 10. 
40 Gordon, The Saturated World, 10. 
41 Gordon, The Saturated World, 199. 
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Photography’s relationship to leisure is critical to the analysis of Gardner’s 

albums, and Nancy Martha West’s Kodak and the Lens of Nostalgia has influenced my 

examination of the snapshot photography in Gardner’s guest books.42  Gardner was an 

avid shutterbug and owned a Kodak that she used to document her relationships with a 

broad array of friends, family, and professional colleagues.  In the second chapter of 

West’s study, “‘Vacation Days are Kodak Days’: Modern Leisure and the New Amateur 

Photographer in Advertising,” she reads Eastman Kodak’s advertisements throughout a 

range of print media in the early twentieth century to place amateur photography within a 

broader set of pastimes for women such as tennis, bathing, bicycling, and traveling.43  In 

her inclusive study of these advertisements and situating of the same within a culture of 

abundance at the turn of the twentieth century, West reveals how a newly mobile class of 

women consumers shaped commercial photographic enterprise.  However, West contends 

that Eastman Kodak predicated its marketing of snapshot photography upon received 

notions of cultural nostalgia and memory.44  My analysis of Gardner’s albums represents 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
42 Nancy Martha West, Kodak and the Lens of Nostalgia (Charlottesville, VA: The University of Virginia 
Press, 2000).  The third chapter of the dissertation builds upon two other studies of snapshot photography in 
the discussion of Gardner’s guest books.  Sarah Greenough and Diane Waggoner illuminate the social and 
commercial history of snapshot photography as well as its cultural functions in The Art of the American 
Snapshot, 1888-1978: From the Collection of Robert E. Jackson (Princeton, NJ: Princeton University 
Press, 2007), while Douglas Nickel provides a theoretical framing of snapshot photography in Snapshots: 
The Photography of Everyday Life, 1888-Present (San Francisco, CA: San Francisco Museum of Modern 
Art, 1998).  
43 West, Kodak and the Lens of Nostalgia, 58. 
44 West is not alone in connecting vernacular photography to nostalgia.  For discussions of the snapshot as a 
vehicle of cultural memory, see Roland Barthes, Camera Lucida (New York, NY: Hill and Wang, 1981); 
Pierre Bourdieu, Photography: A Middle-brow Art (Stanford, CA: Stanford University Press, 1990); Susan 
Sontag, On Photography (New York, NY: Picador, 1973).  In addition to Geoffrey Batchen’s discussion of 
vernacular photographic objects and cultures of memory in the aforementioned Forget Me Not, Douglas 
Nickel outlines the challenges of analyzing amateur photography in the aforementioned Snapshots: The 
Photography of Everyday Life, 1888 to the Present (San Francisco, CA: San Francisco Museum of Modern 
Art, 1998), 9-14. 
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a significant point of departure from this point of view to suggest a more flexible reading 

of snapshot photography as a device for envisioning the future. 

 Studies of nineteenth century photographic albums and scrapbooks have 

proliferated within the last decade and established a clear case for their sustained 

examination.45  In particular, two different scholars of the nineteenth century album have 

sought to trouble the boundary between albums’ private origins and their public 

implications.  Andrea Volpe’s chapter in Leah Dilworth’s Acts of Possession: Collecting 

in America,  “Collecting the Nation: Visions of Nationalism in Two Civil War-Era 

Photograph Albums,” analyzes the “imagined communities” within a pair of albums to 

complicate the discourse of memory surrounding them.46  Volpe reads these albums to 

“explore the ways that photograph album collections participated in the cultural work of 

remembering and forgetting,” in a nation riven by war.47  By demonstrating that the 

processes of selection and arrangement within the albums allowed their makers and 

viewers to reimagine their nation “and maintain their connections to it,” Volpe provides 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
45 Although my discussion focuses upon studies after 2000, Anne Higonnet’s “Secluded Vision: Images of 
Feminine Experience in Nineteenth-Century Europe” in Norma Broude and Mary D. Garrard, eds., The 
Expanding Discourse: Feminism and Art History (New York, NY: Harper Collins, 1992) is largely cited as 
foundational to these more recent discussions of women’s albums. In this essay, Higonnet asserts a reading 
of the album as a site for the representation of social experiences, especially at times of transition from one 
stage of life to the next.  Moreover, she contends that albums served to reify conventional standards of 
femininity in the nineteenth century, largely because they were restricted to the domestic sphere.  See: 
Anne Higonnet, “Secluded Vision: Images of Feminine Experience in Nineteenth-Century Europe” in 
Norma Broude and Mary D. Garrard, eds., The Expanding Discourse: Feminism and Art History (New 
York, NY: Harper Collins, 1992), 170-185.  Todd Gernes’ discussion of scrapbooks and other vernacular 
albums in nineteenth century America is also an important and relatively early contribution to the field.  
See: Todd Gernes, “Recasting the Culture of Ephemera” in John Trimbur, ed., Popular Literacy: Studies in 
Cultural Practices and Poetics (Pittsburgh, PA: University of Pittsburgh Press, 2001), 107-127. 
46 Andrea Volpe, “Collecting the Nation: Visions of Nationalism in Two Civil War-Era Photograph 
Albums” in Leah Dilworth, ed., Acts of Possession: Collecting in America (New Brunswick, NJ: Rutgers 
University Press, 2003), 89-111. 
47 Volpe, “Collecting the Nation,” in Dilworth, ed., Acts of Possession, 91. 
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an outstanding precedent for my analysis of the photographic sequences within Gardner’s 

travel albums, as well as my efforts to connect these assemblages to her life in the public 

sphere.48  Elizabeth Siegel’s Galleries of Friendship and Fame: A History of Nineteenth 

Century Photograph Albums examines the social and material practices underpinning 

family photograph albums before the advent of the snapshot camera.49  Like Volpe, 

Siegel addresses the work of the album beyond the familial circle to demonstrate that “the 

parlor album functioned as a link to the past and to the future [and as] a display of status 

and social connections,” providing an ideal foundation for my examination of Gardner’s 

guest books as objects of social networking.50  Siegel’s work also illuminates the 

commercial history of photographic albums in the nineteenth century and establishes the 

context for their viewing and circulation within the domestic sphere.  Yet because this 

dissertation examines the circulation and distribution of Gardner’s albums across many 

thresholds, as well as their material role in the design and installation of an American 

museum of art, it provides the first sustained demonstration of the album’s potential for 

shaping life beyond the parlor and impact upon the built environment. 

 The assemblages within Gardner’s travel albums, guest books, and installation 

albums contain a variety of materials beyond photographic documents, including 

watercolor and ink sketches, captions and other handwritten texts, news clippings, 

botanical samples, and travel souvenirs.  These collages are important and understudied 

archives of her experiences, relationships, and ambitions, and reveal her self-conscious 
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48 Volpe, “Collecting the Nation,” in Dilworth, ed., Acts of Possession, 109. 
49 Elizabeth Siegel, Galleries of Friendship and Fame: A History of Nineteenth Century Photograph 
Albums (New Haven, CT: Yale University Press, 2010). 
50 Siegel, Galleries of Friendship and Fame, 13. 
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efforts to curate a public identity and civic legacy.  At the same time, they contain vital 

information regarding the curatorial practices that underpin her museum.  Several recent 

critical studies have illuminated the social practices inherent to scrapbook and album 

assemblages, most particularly Ellen Gruber Garvey’s Writing With Scissors: American 

Scrapbooks from the American Civil War to the Harlem Renaissance.51 Garvey reads the 

assemblages within a broad range of scrapbooks as “homemade archives” that 

demonstrate their users’ navigation and organization of information vital to their 

interests.  As such, she establishes the work of album assemblages in the formation of 

individual identity, but also the manner in which these archives intersected with—and 

often infiltrated—institutional archives such as the Library of Congress.52  While Garvey 

aptly asserts that “scrapbooks are like the Gardner Museum with its fixed exhibits,” she 

stops short of assessing the relationship between Gardner’s installation tactics and her 

many years of album-making.53  In a related vein, Beverly Gordon discusses the 

phenomenon of the “paper doll house”—a form of scrapbook that entailed the creation of 

miniature rooms upon doubled page spreads—as spaces in which “every girl could be 

‘her own architect.’”54  In Gordon’s analysis, the making of paper dollhouses prepared 
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51 Ellen Gruber Garvey, Writing With Scissors: American Scrapbooks from the American Civil War to the 
Harlem Renaissance (Oxford, UK: Oxford University Press, 2013).  Other important recent contributions 
to the scholarship surrounding American scrapbooks include Susan Tucker, Katherine Ott, and Patricia 
Buckler’s The Scrapbook in American Life (Philadelphia, PA: Temple University Press, 2006) and Jessica 
Helfand’s Scrapbooks: An American History (New Haven, CT: Yale University Press, 2008).  Both of 
these volumes significantly expand the cultural context and history of the scrapbook in nineteenth and 
twentieth century America and contain vital discussions regarding the role of gender in the construction of 
these albums. 
52 Garvey’s chapters on suffragists’ uses of the scrapbook, “Strategic Scrapbooks: Activist Women’s 
Clipping and Self-Creation” and “Scrapbook as Archive, Scrapbooks in Archives” are particularly helpful 
in this respect.  Garvey, Writing With Scissors, 172-206; 207-228. 
53 Garvey, Writing With Scissors, 207. 
54 Gordon, The Saturated World, 49. 
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their designers for domestic life and facilitated their socialization into “culturally 

accepted roles.”55  This dissertation pushes the curatorial practices inherent to 

scrapbooking beyond the home site to reveal them as proto-professional, and to 

demonstrate the direct relationship between these archival assemblages and the 

installation of her collection.  

By exploring Gardner’s praxis in album making, this study asserts the 

performative aspects of her albums as companions to the display of art in her museum.  

In her essay “The Page as Stage,” to which I pay homage in the title of this project, Marta 

Weiss considers photocollage albums in Victorian Britain “as part of a spectrum of 

techniques that, often influenced by actual performances, merged photography with the 

imaginary, whether before, during, or after the photographic process.”56  Weiss traces the 

connections between the performative social space of the drawing room—in which 

private theatrical activities such as tableaux vivants mimicked public performances—and 

the “paper stages on which photographs were made to enact the fantasies of collage 

makers.”57  In fact, the activities associated with album making could transcend the realm 

of the imaginary and shape the material world.  Moreover, instead of demonstrating the 

manner in which albums imitated the social life of their makers, this dissertation reveals 

the ways in which albums activated the networks in which Gardner circulated and 
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55 Gordon, The Saturated World, 61. 
56 Marta Weiss, “The Page as Stage” in Elizabeth Siegel, et al, Playing with Pictures: The Art of Victorian 
Photocollage (New Haven, CT: Yale University Press, 2009). This catalogue was produced in conjunction 
with an exhibition at the Art Institute of Chicago and contains equally important essays on the art of 
photocollage by Siegel and Patrizia Di Bello.  Di Bello’s Women’s Albums and Photography in Victorian 
England: Ladies, Mothers, Flirts (Surrey, UK: Ashgate Publishing, 2007) provides a vital comparative 
study of British women’s photograph albums in the nineteenth century.   
57 Weiss, “The Page as Stage,” in Siegel, et al, Playing with Pictures, 46. 
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anointed her album’s co-creators, viewers, and recipients as stakeholders in her civic 

enterprise.  Gardner’s albums did not merely reflect the world surrounding them: they 

were essential partners in shaping the evolution of her bequest. 

 Gardner’s connoisseurship and cultural leadership have been explored in a 

number of critical studies that form the background for my assertions regarding her 

photographic practices.  Rosella Mamoli Zorzi has edited a collection of essays that 

places Gardner’s activities within the context of other women collectors’ activities at the 

turn of the twentieth century, including Louisine Havemayer, the Cone sisters, and 

Gertrude Vanderbilt Whitney.58  A catalogue of essays from the Gardner Museum’s 

fourth annual interdisciplinary symposium, Cultural Leadership in America: Art 

Matronage and Patronage, establishes Gardner’s preeminent position as a tastemaker, 

patron of the arts, and leader of a major cultural institution at the turn of the twentieth 

century.59  My efforts to understand Gardner’s camera work as an integral part of her 

professional development and the formation of her civic identity flow in part from 

Higonnet’s assertion within this collection that “Gardner made herself a cultural leader by 

exercising the authority of a museum.”60  By contrast, I take significant exception to 

Kathleen McCarthy’s discussion of Gardner’s activities as a museum founder, which 

presents a portrait of Gardner as a woman ultimately hampered by conventional gender 

standards and asserts her cultural leadership as an exception to the rule at the turn of the 
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58 Rosella Mamoli Zorzi, ed., Before Peggy Guggenheim: American Women Art Collectors (Venice, Italy: 
Marsilio, 2001). 
59 Wanda Corn, ed., Cultural Leadership in America: Art Matronage and Patronage (Boston, MA: The 
Isabella Stewart Gardner Museum, 1997). 
60 Anne Higonnet, “Private Museums, Public Leadership: Isabella Stewart Gardner and the Art of Cultural 
Authority,” in Corn, ed., Cultural Leadership in America, 79. 
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twentieth century.61  Still, McCarthy’s exploration of Gardner’s canny partnerships with 

powerful men in and beyond Boston informs my analysis of her deployment of the 

installation albums to museum trustees and other stakeholders near the end of her life. 

The first chapter of the dissertation analyzes Gardner’s 1874-1875 “Egypt Diary” 

to discover the earliest origins for her actions as a museum founder.  Over a five month 

tour of Egypt that included a leisurely cruise of the Nile River, Gardner developed her 

professional acumen in the “Egypt Diary” in three key ways: 1) through a first-person 

narrative that responds intellectually to the sights and people of Egypt 2) through vivid 

watercolor sketches by her own hand of the landscape and architecture that mimic the 

illustrations in contemporary travel studies and 3) through her selection and arrangement 

of photographs by Antonio Beato, Francis Frith, and Pascal Sebah of canonical sites 

within the Nile Valley.  Her collection and assembly of photographic documents within 

the “Egypt Diary” certifies her comprehension of the multifaceted cultural landscapes in 

Egypt and reveals a newfound interest in the built environments of preindustrial societies.  

At the same time, her watercolors of the many archeological sites along the Nile reveal a 

growing fascination with the architectural design and ornamentation of ancient structures.  

The “Egypt Diary” reveals Isabella Stewart Gardner’s absorption of the work of the many 

scientists, artists, and literary figures whose expeditions preceded her own voyage as 

preparation for her journey.  The pictorial and written elements of her narrative also 

illuminate her face-to-face interactions with Western scholars, missionaries, and 

contemporary Egyptians, and demonstrate the ways in which these engagements 
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61 Kathleen McCarthy, Women’s Culture: American Philanthropy and Art, 1830-1930 (Chicago, IL: 
University of Chicago Press, 1991). 
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enhanced her self-presentation.   Moreover, the album demonstrates her astute 

transformation of this independent research and fieldwork into an attractively designed 

book—whose pages approximate miniature exhibits—for a future audience.  When taken 

together, Gardner’s aesthetic, intellectual, and social activities in Egypt represent a 

consolidation of creative energies that would determine the course of her future travels 

and her civic ambitions.   

 The second chapter considers one of Gardner’s least studied periods of travel as 

critical in the shaping of her design and curatorial strategies.62  In 1879 Gardner traveled 

throughout England by carriage and rail, studying manors, monuments, and cathedrals as 

well as the colleges at Oxford University.  Between these excursions, Gardner dined with 

Henry James and saw her first exhibition of James McNeill Whistler’s paintings with 

historian Henry Adams and the photographer Marion Hooper Adams in London.  To 

document her journey Gardner created three gorgeously illustrated albums that contain a 

vivid range of souvenir materials, including dozens of photographic architectural views 

Gardner purchased from the firm of Francis Frith, botanical samples gathered at national 

heritage sites such as Stonehenge, and print memorabilia from lectures, benefits, 

concerts, and theatrical events.  When placed alongside her efforts in the “Egypt Diary,” 

the work within Gardner’s albums of England reveals specific insights into the ways in 

which both periods of travel determined the architectural design and installation of art in 

her museum.  Yet unlike the “Egypt Diary,” in which Gardner’s written narrative shapes 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
62 Gardner’s trip to England and France in 1879 was her third overseas voyage with her husband Jack 
Gardner.  Their first trip was to Northern Europe and Russia in 1867 following the death of their son, 
Jackie; their second trip was a tour of Egypt, the Holy Land, Greece, and Turkey between 1874 and 1875. 
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the reader’s experience, visual and material souvenirs take precedence in telling the story 

of Gardner’s social, cultural, and intellectual activities in England.  While they contain 

brief captions, the layouts of the English albums demonstrate a pivotal moment in her 

preference for image over word—a strategy that would persist within her albums after her 

extended narrative in the “Egypt Diary”—and prefigure her omission of explanatory wall 

texts in the galleries of the Gardner Museum. 

Most of the photographs in Gardner’s 1879 albums of England are views of the 

exteriors and interiors of canonical churches, revealing the increasing connections 

between her Anglo-Catholic faith and her evolving aesthetics.  By analyzing her 

collection of Gothic architectural views by Frith and other British landscape 

photographers, as well as her interspersing of these photographic documents with 

contemporary artifacts of her other pursuits, this chapter shows how that journey 

developed key aspects of the interior galleries and courtyard garden of Fenway Court.  

Her investigation of medieval British heritage sites underscores her attention to the work 

of English art critic John Ruskin, who exhorted travelers to visit the great cathedrals for 

their weathered beauty and timeless craftsmanship, but also set the course for her later 
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appreciation and collection of objects associated with design reformer William Morris.63  

Moreover, her travels in England would awaken her interest in the transatlantic Arts and 

Crafts Movement and lead to her consequential involvement with design reform in 

Boston.  By reading Gardner’s pictorial allusions to Gothic architecture in these albums 

as evidence of her knowledgeable participation in nineteenth century intellectual history, 

the second chapter traces elements of Morris’s aesthetic philosophy and her material 

experiences in British cathedrals to the galleries and courtyard of her museum.  In doing 

so, the chapter restores the influence of her 1879 travel albums of England to the broader 

narrative of her institution’s design, construction, and installation, as well as its cultural 

mission. 

 The third chapter examines the photographic and hand-illustrated guest books 

Gardner maintained with her visitors at her homes in Boston, Brookline, and Beverly 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
63 My study builds upon the significant literature surrounding the work of John Ruskin and William Morris.  
The second chapter cites from primary writings by each theorist and activist including: Ruskin The Stones 
of Venice: The Sea-Stories (London: Smith, Elder & Co., 1853); Morris, “Hopes and Fears for Art: the 
Beauty of Life,” delivered before the Birmingham Society of Arts and School of Design, February 19, 
1880; Morris, “Manifesto of the Society for the Preservation of Antique Buildings,” March 1877; and 
Morris, “Art Under Plutocracy,” 1883.  Alan Chong provides an incisive bibliography of critical works 
pertinent to Ruskin in Venice; see Robert Hewison, Ruskin and Venice (London, UK: Thames and Hudson, 
1978); Jeanne Clegg, Ruskin and Venice (London, UK: Junction Books, 1981); John Unrau, Ruskin and St. 
Mark’s (London, UK: Thames and Hudson, 1984).  For texts pertinent to Morris: May Morris, ed., The 
Collected Works of William Morris (London, UK: Longmans, Green, and Company, 1910); Fiona 
MacCarthy, William Morris, A Life for Our Time (London, UK: Faber and Faber, 1994); Lucia van der 
Post, William Morris and Morris & Co. (London, UK: Victoria & Albert Museum, 2003); Fiona 
MacCarthy, Anarchy & Beauty: William Morris and his Legacy, 1860-1960 (New Haven, CT: Yale 
University Press, 2014); Linda Parry, ed., William Morris (New York: Abrams, 1996); Diane Waggoner, 
The Beauty of Life: William Morris & The Art of Design (London, UK: Thames and Hudson, 2003).  For 
historical and critical examinations of the Arts and Crafts Movement in Boston, see: Marilee Boyd Meyer, 
Inspiring Reform: Boston’s Arts and Crafts Movement (Wellesley, MA: Davis Museum and Cultural 
Center, 1997); Beverly Kay Brandt, The Craftsman and the Critic: Defining Usefulness and Beauty in Arts 
and Crafts-era Boston (Northampton, MA: University of Massachusetts Press, 2009); Maureen Meister, 
Architecture and the Arts and Crafts Movement in Boston (Lebanon, NH: University Press of New 
England, 2003). 
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Farms, Massachusetts and Venice, Italy from 1893 to 1919.  It presents the first sustained 

study of these remarkable compendia, which contain an assortment of snapshot 

photographs taken by Gardner as well as a range of her friends, family, and acquaintances 

alongside witty observations, remembrances, hand-drawn musical scores, and watercolor 

illustrations.  The pages of the guest books act as jointly produced diaries of Gardner’s 

life amongst Gilded Age luminaries such as Julia Ward Howe, Sarah Orne Jewett, and 

Nellie Melba, and chart the intellectual, artistic, and musical exchanges these 

relationships inspired.  Moreover, the guest books track the progress of these 

relationships in the critical early years of establishing Fenway Court and establish the 

impact of these acquaintances upon the cultural work of the museum.  These multivalent 

photographic albums display the reach of Gardner’s social networks in a manner that 

directly parallels her curatorial strategy of placing social documents and personal 

mementos from artists, writers, musicians, and significant personages in glass cases 

throughout the galleries of Fenway Court.  The content and formatting of the guest books 

not only anticipate Gardner’s curatorial decisions, but also demonstrate her ongoing 

efforts to position herself within consequential transatlantic professional networks and to 

cultivate their support of her museum.  In fact, Gardner’s assemblages and snapshot 

photography within the guest books showcase the details of her patronage for an 

approved network in much the same way that professional social media sites operate 

today.  Most importantly, they illuminate the ways in which Gardner used snapshot 

photography—a wholly new medium—in the construction of her identity as a cultural 

impresario and institutional founder in the earliest years of her museum’s history. 
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 The final chapter of this dissertation examines Gardner’s collaboration with the 

firm of the Boston photographers Thomas E. Marr and Son.  The chapter establishes the 

importance of reproductive technologies in the assembling of Gardner’s collection of art 

and the pivotal role of photography in the preservation of her civic bequest.  The Marrs’ 

photographs documented the positioning of every object within Gardner’s museum, and 

also provided views of each gallery, cloister, or room.  These photographs have become 

essential archival documents for the museum and are regularly consulted by curators, 

conservators, art handlers, and others who are tasked with preserving Gardner’s specific 

vision of the museum.  Gardner compiled these images into albums, which were stored in 

key archives within the museum and also disseminated to museum trustees and other 

stakeholders.  In this way, Gardner’s album making became a recursive strategy that was 

critical to her curatorial practices as well as a defense against those who might alter them 

in her absence. 

 The conclusion to the dissertation reviews Gardner’s snapshot photographs of the 

construction of Fenway Court to consider the implications of her photographic activities 

beyond her albums.  While the albums consolidated the public authority necessary to her 

role at the helm of a major American cultural institution, the snapshots of Fenway Court 

record a private view of her design becoming reality.  Even as the museum was more 

scaffolding than gallery space, Gardner sought to assemble a pictorial record of the 

museum that would bear her name and determine the course of her public memory.  

When considered alongside her many other photographic activities, these snapshots 

reveal the forward-thinking nature of Gardner’s professional energies and her embrace of 
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modern technology in the shaping of her museum. 

In her analysis of Titian’s The Rape of Europa within Fenway Court, Anne 

Higonnet contends that “the Gardner Museum’s installation reminds us not only that 

museums create visual meanings, but that those meanings have had a history.”64  The 

material construction of installations precedes the visual meanings they convey, and these 

processes of creation are just as endowed with historical significance and cultural 

signifiers.  To achieve an “integrated analysis” of the Gardner Museum as advocated by 

Higonnet requires the consideration of sources drawn from the social and material life of 

its founder, a woman who traveled widely, networked avidly, and collected 

scrupulously.65  These sources—correspondence, print ephemera, souvenirs and 

memorabilia, but above all the photographic albums that she crafted and shelved inside 

the Long Gallery and the Macknight Room—were not incidental to the life of her 

museum.  They were archived by Gardner herself in the galleries of Fenway Court and 

they illuminate the evolution of her grand civic project.  Gardner’s curatorial strategies 

arose from her longstanding engagement with photography.  While the acquisition of the 

paintings, statuary, and furniture within Fenway Court is a testament to her extraordinary 

connoisseurship, Gardner’s installation practices reveal a humbler set of practices 
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64 Anne Higonnet, “Museum Sight,” in Andrew McClellan, Art and its Publics: Museum Studies at the 
Millennium (Malden, MA: Blackwell Publishing, 2003), 145.  Higonnet’s longer analysis of the Gardner 
Museum asserts the fixity of the installations as a characteristic feature of  “collection museums” such as 
the Frick Collection, the Museé Condé, the Huntington Library, and Dumbarton Oaks.  See: Anne 
Higonnet, A Museum of One’s Own: Private Collecting, Public Gift (New York, NY: Periscope Publishing, 
2009).  David Carrier offers a reading of Gardner’s installation of Titian’s Europa as a point of contact 
between the visitor, Gardner, and Bernard Berenson, who helped Gardner to acquire the painting.  See: 
David Carrier, “Isabella Stewart Gardner’s Museum,” in Museum Skepticism: A History of the Display of 
Art in Public Galleries (Durham, NC: Duke University Press, 2006), 110-125. 
65 Higonnet, “Museum Sight” in McClellan, Art and Its Publics, 134. 
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centered upon her scissors, her paste-pot, and the camera’s eye.  The case studies within 

this dissertation form a comprehensive examination of Gardner’s camera work and the 

pivotal role of photography in the formation and preservation of her institutional legacy.  

In doing so, they contribute to the burgeoning discourse surrounding scrapbooks and 

photograph albums and present a novel analysis of the material and visual practices that 

shaped Gardner’s institutional vision and gift to the public. 
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Chapter One: “Karnak Will Always Be to Me at the Head of Everything”: 
 Isabella Stewart Gardner’s “Egypt Diary,” 1874-1875 

 
Introduction 
 
 Late in the evening of Saturday, January 16th, 1875, thirty-four year old Isabella 

Stewart Gardner sat in the cabin of her dahabeah docked in the Nile River at Thebes, 

Egypt and turned to a clean page in her travel diary (Figure 1.1).66  This commercially 

bound sketchbook held unlined pages that provided a tabula rasa for Gardner’s visual and 

written expression, both of which had been unusually stimulated on the course of her 

journey down the Nile with her husband, John (“Jack”) Lowell Gardner, Jr. between 

December 1874 and April 1875.  Thirty-seven pages had already been covered in her 

sprawling longhand, which competed for space alongside watercolor illustrations 

produced by Gardner in the field and a range of tipped-in photographs she had collected 

by Antonio Beato, Francis Frith, and Pascal Sebah, who had documented the views and 

ruins of the ancient kingdoms, as well as ethnographic portraits of contemporary 

Egyptians, and sold them to a burgeoning tourist trade.67  After sketching a crane, 

papyrus, and lotus flower decorations in pencil and watercolor along the top of the page 

to reflect architectural details seen earlier that day, Gardner wrote: 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
66 A dahabeah is a flat-bottomed passenger boat with two or more sails used for cruises in the Nile River.  
While package tours of Egypt were common by the 1870s, the leasing of a dahabeah and hiring of a 
dragoman (a guide, translator, and private tour manager who would oversee the staff of the ship, including 
a reis (captain), sailors, and a variety of other workers who would oversee the maintenance of the boat) 
comprised the most luxurious form of travel and was reserved for the wealthiest tourists. 
67 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA.  The Gardners traveled in Egypt from December 1874 to April 1875.  This was the customary 
period of the year for Nile tourism in the late nineteenth century; see: Lawrence M. Berman, “Aboard the 
Ibis: The Gardners’ Nile Voyage, 1874-1875” in Noriko Murai and Alan Chong, Inventing Asia: American 
Perspectives Around 1900 (Boston, MA: Isabella Stewart Gardner Museum, 2014), 64-65. 
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...about ten o’clock we all mounted donkeys and started for Karnak by 
moonlight. I have never had such an experience and I felt as if I never 
wanted to see anything again in this world; that I might shut my eyes to 
keep that vision clear. It was not beautiful, but most grand, mysterious, 
solemn. I felt it, even more than I saw it. It was a terrible that fascinated. I 
never can forget that night and Karnak will always be to me at the head of 
everything.68 

 
 This chapter expands upon the revelatory tone of this passage, and by extension 

the illustrated travel album in which it appears, as both confirm the profound importance 

of Gardner’s activities throughout her Egyptian tour within the context of her eventual 

work as the founder of one of the most significant museums of art in the United States.69  

While the twenty-eight photographic travel albums Gardner created between 1867 and 

1895 are often cited as evidence of what former Gardner Museum curator Alan Chong 

has called her “education and self-fashioning,” and as documents revealing what art 

historian Christine Guth has called Gardner’s “sophisticated level of visual thinking,” 

scholars have fallen short of examining Gardner’s recursive album-making as direct 

preparation for her professional life.70  Moreover, these studies have favored an 

expository approach to presenting Gardner’s travel albums over the close reading and 

analysis of the assemblages and photography they contain.  Gardner’s earliest travels to 
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68 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 37, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  Please note that all pagination corresponds to the official transcription of the 
“Egypt Diary” by Shana McKenna, lead archivist at the Isabella Stewart Gardner Museum. 
69 Douglass Shand-Tucci refers to the entire Egyptian journey as “a revelation” for Gardner.  See: Douglass 
Shand-Tucci, The Art of the Scandal: The Life and Times of Isabella Stewart Gardner (New York: Harper 
Perennial, 1998), 34. 
70 Alan Chong and Noriko Murai, Journeys East: Isabella Stewart Gardner and Asia (Boston: Isabella 
Stewart Gardner Museum, 2009), “Introduction,” 19; Christine M.E. Guth, “Asia by Design: Women & the 
Collecting & Display of Oriental Art,” in Chong and Murai, Journeys East, 60.  Isabella Stewart Gardner 
traveled widely throughout her lifetime and created albums documenting her travels in Europe, the Middle 
East, Asia, and the United States.  All of these albums are held in the archives of the Isabella Stewart 
Gardner Museum.  Twenty-one of Gardner’s twenty-eight travel albums are available on the museum’s 
website: http://www.gardnermuseum.org/microsites/travelalbums/album_index.html.   
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Northern Europe, the Middle East, and England in the 1860s and 1870s were formative in 

the development of her intellect, aesthetics, and sense of social mission, and the albums 

that resulted from these voyages deserve sustained examination.  Above all, the “Egypt 

Diary” provides us with an unparalleled view into the mind of a woman who otherwise 

guarded against those who would analyze her curatorial intentions in Fenway Court. 

As an album that integrates a forty-six page first-person travel narrative with 

twenty-four commercial photographs and thirty-three watercolor paintings by her own 

hand, the “Egypt Diary” is a private document that reveals much about the public life and 

professional ambitions of its maker.71  This hybrid travel diary, sketchbook, and 

photograph album exemplifies the strategies of research, acquisition, installation, and 

display that were vital to Gardner’s practices as an art collector and museum founder at 
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71 The “Egypt Diary” is the second of Gardner’s travel albums, but it is the first to be dedicated to a single 
country; it is also the first complete travel album in her collection. Gardner also composed several pages in 
a photograph album of her travels in Northern Europe between 1867, which I discuss in this chapter.  
Furthermore, she created another photograph album of landscape and architectural views on her journey 
through Egypt, the Holy Land, Greece, and Turkey in 1875.  This album does not contain an extensive 
written narrative, only brief captions for its 92 photographs.  It also appears to have been created at the end 
of her travels, not during them, and therefore fails to document her album making praxis over the length of 
her travel in specific regions.  In comparison to the “Egypt Diary,” it is an unimaginative and far less 
intimate album, perhaps indicating that it was intended for audiences beyond Gardner’s immediate circle of 
friends and family.  The Gardners spent five months in Egypt, two in the Holy Land, and spent just three 
weeks total in Greece and Turkey; after that, they went to Vienna, which is not represented in the album.  
See Isabella Stewart Gardner, “Egypt, the Holy Land, Greece, and Turkey,” travel album, 1875, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA.  Gardner maintained a diary that was separate from 
this album during the remainder of her journey post-Egypt, but as Morris Carter notes it was far more 
concise, indicating that her primary interest in the journey had waned.  See Carter, 35-47.  I pursue a 
similarly targeted strategy in the second chapter of the dissertation, when I discuss her albums of the 
journey through England in 1879.  Although these albums also contain photographs of her travels in Paris 
and its immediate environs at the end of the album, they are not the main focus of her journey. While 
captions appear in subsequent albums of Asia and Europe, the length and depth of the written text in the 
“Egypt Diary” mark it as a special document within the corpus of her twenty-eight travel albums.  It should 
be noted here that Shana McKenna, head archivist at the Isabella Stewart Gardner Museum, transcribed the 
“Egypt Diary” in March of 2012 and attributed the illustrations throughout. 
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the turn of the twentieth century.72  At the same time, the text and the images in this 

album reveal Gardner as a relentless autodidact and social networker driven by material 

and intellectual inquiry nearly a decade before her well-documented years in the salons of 

Venice, Italy, wherein many scholars have traced the seeds of her professional life.73  The 

“Egypt Diary” is the only one of Gardner’s twenty-eight travel albums that integrates an 

extensive written narrative alongside paintings that she produced and photographs that 

she selected.  Her inclusion of twenty-four photographs of Egyptian archeological sites 

from Beato, Frith, and Sebah—all major figures in the photographic history of Egypt—

signals the beginnings of her substantial interest in architectural photography.  Gardner 

would continue to collect architectural photographs and landscape views as well as 

reproductions of paintings and sculpture for her travel albums after Egypt, and she would 

eventually employ her own photographers to document the interiors and exterior of her 

museum. As she trained her eye in heritage sites across Europe, Asia, and the Middle 

East, Gardner collected and arranged photographic documents to satisfy the creative 

energies these cultural landscapes inspired.  In this way, her practices as an art collector 

and museum designer are traceable to her earliest imaginative engagement with 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
72 The staff of the Isabella Stewart Gardner Museum have given this travel album this name to designate its 
special status among her other travel albums. 
73 Douglass Shand-Tucci’s biography provides key insights into Gardner’s intellectual development 
through her social circles.  Elizabeth Anne McCauley’s “A Sentimental Traveler: Isabella Stewart Gardner 
in Venice” in Elizabeth Anne McCauley, et al, Gondola Days: Isabella Stewart Gardner and the Palazzo 
Barbaro Circle (Boston: Isabella Stewart Gardner Museum, 2006) details the social networks of which the 
Gardners were part in Venice during the 1880s, asserting that Isabella Gardner began her professional 
journey through these European travels.  My research contends that the process began a decade earlier 
during the Gardners’ travels in the Middle East and in England, and that Isabella Gardner’s activities in 
Boston and abroad throughout the 1870s demonstrate a period of intellectual awakening and purposeful 
action toward creating a consequential, intellectual, public role for herself. 
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commercial photography in the “Egypt Diary,” and indeed all of the travel albums that 

would follow it. 

 The “Egypt Diary” demonstrates Isabella Stewart Gardner’s virtual and actual 

interactions with a host of professionals--including the scientists, artists, and literary 

figures whose expeditions preceded her own voyage in the Middle East--as she 

synthesized knowledge of major features in the landscape into a rational whole for her 

album.  This hands-on approach became a hallmark of her work as a collector and proved 

to be vital as she researched and negotiated the acquisition of canonical works by 

Raphael, Rembrandt, Titian and others in the frenzied art markets of the late nineteenth 

century.  As an avid reader and book collector throughout her life, Gardner regularly set 

herself to the task of learning about history and culture prior to and during her travels, 

and after her travels in Egypt she formalized these efforts through scholarly lecture series 

in her home, membership in literary societies, and auditing courses in European history, 

classical studies, and art history at Harvard University.74  The “Egypt Diary” 

demonstrates that these scholarly engagements were anticipated by Gardner’s activities in 

Egypt, and shows that Gardner assembled the pages of the “Egypt Diary” as an extended 

didactic exercise, practicing methods that would be essential to her professional 

achievements two decades later. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
74  See Morris Carter, “New Interests,” Isabella Stewart Gardner and Fenway Court (Boston, MA: Isabella 
Stewart Gardner Museum, 1925), and also Shand-Tucci “On Pilgrimage,” “The Awakener,” in The Art of 
the Scandal.  The archives of the Isabella Stewart Gardner Museum contain Gardner’s handwritten notes on 
a series of art historical lectures given by Charles Eliot Norton, who was the first Professor of Fine Arts at 
Harvard University, in the late 1870s.  I discuss their relationship in greater depth in the second and third 
chapters of the dissertation. 
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 The “Egypt Diary” places Gardner’s actions as a collector and patron of culture at 

the heart of its narrative, and demonstrates her remarkable aptitude for discerning 

opportunities for collection within foreign social contexts.  Throughout the course of an 

itinerary that began in Cairo in early the early days of December 1874 and pursued sites 

at Memphis, Thebes, Philae, and in Nubia (as well as visits to contemporary villages up 

and down the Nile) before returning in mid-April 1875, Gardner used her diary to 

advance and to perform her social, aesthetic, and historical knowledge of Egypt.75  

Gardner’s written narrative reveals a strong interest in cross-cultural interactions that 

verges upon the ethnographic, and an abiding interest in the customs, traditions, and 

political landscape of contemporary Egyptians. Through these encounters across what 

Mary Louise Pratt has called the “contact zone,” Gardner conjures herself as a 

participant-observer in a variety of Egyptian social settings, and practices skills that 

would later be put to use in relationships with transnational writers, intellectuals, and 

artists whose work would appear in her museum.76  While her later social networking in 

Europe and America was not ethnographically focused, Gardner nonetheless collected 

photographic and written evidence of her relationships with Henry James, Okakura 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
75 The matter of Gardner’s relationship to colonialism and imperialism is complex.  Alan Chong states that 
Gardner “was not a proponent of colonialism and objected to Westernization of local cultures.  Her own 
country, the United States, did not yet administer colonies; and as an American woman, Isabella remained 
an observer of rather than a participant in the ruling structures of Hong Kong, Singapore, Vietnam, Java, 
Burma, and India.”  See: Chong, “Introduction: Journeys East,” Chong and Murai, Journeys East, 16-17.  
Yet Gardner was also fascinated by royal lineages and actively cultivated her connections to European 
aristocracy, so her sympathies for colonial subjects must be read within the context of these interests.  As 
this chapter reveals, her reception of people and places in Egypt was heavily mediated by sources 
embedded within the structures of colonialism and imperialism.  Moreover, she sought interactions with 
both indigenous leaders in Egypt as well as professional agents of Western imperialism, including 
missionaries and archeologists.  In short, Gardner benefited from national and racial privileges that cannot 
be set aside in reading the contents of the “Egypt Diary”—or any of her other travel albums. 
76 Mary Louise Pratt, Imperial Eyes: Travel Writing and Transculturation (London, UK: Routledge, 1992), 
4. 
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Kakuzo, Anders Zorn, James McNeill Whistler, John Singer Sargent, and many others 

with an eye towards housing that material in the cases that line several galleries in 

Fenway Court.77  In this way, the “Egypt Diary” anticipated strategies of display for 

Gardner’s eventual museum, as she used its pages to integrate her social connections and 

activities as a patron within the context of images that she had either generated or 

acquired.  We should believe Gardner when she says that Karnak was at the head of 

everything.  The “Egypt Diary” enables us to see her museum in a wholly new way: as an 

institution that was borne from the page to the stage, and as a site that resulted the same 

strategies of immersion and connoisseurship that Gardner employed in Egypt when 

creating her travel album. 

Sketching in the Archival Gaps: Isabella Stewart Gardner in the 1860s and 1870s 

 The “Egypt Diary” provides an invaluable window into an otherwise ill-defined 

period of Isabella Stewart Gardner’s life.  Scholars have long wrestled with questions 

regarding the earliest stages of her life in Boston, in large part because she herself 

apparently destroyed much of the evidence pertaining to the period between about 1860 

and 1878.78  Isabella “Belle” Stewart was married to Jack Gardner in 1860, moved to 

Boston from her childhood home in New York City in the same year, supervised the 

building of their home at 152 Beacon Street for two years after that, gave birth to and 

mourned the tragic death of her only child, John “Jackie” Lowell Gardner III from 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
77 The display cases in the galleries of Fenway Court are discussed in the third chapter of the dissertation.  
These cases contain correspondence, photographs, and other souvenirs of her relationships with an array of 
celebrities. 
78 Shand-Tucci describes Isabella Stewart Gardner burning her personal correspondence throughout the last 
decade of her life; see Shand-Tucci, The Art of the Scandal, 4.  His account relies upon Morris Carter’s 
description of Gardner’s convalescence after a stroke in December of 1919. 
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pneumonia between 1863 and 1865, and assumed guardianship of three of Jack Gardner’s 

nephews in 1875, among other landmark events.  Throughout these challenges, she would 

return to travel both domestically and abroad as a form of solace and personal 

reconstitution.  In a significant passage of the preface to Gardner’s official biography, 

Morris Carter stresses the importance her travel writing and photographic albums, as well 

as her personal collaboration, in the writing of his volume: 

She had never made a practice of keeping a journal, although she did write 
a detailed account of her longer journeys.  Everywhere she bought 
photographs, and the albums in which she mounted them, with brief notes 
of the dates and of special events, furnish a chronological outline of her 
travels.  The chronicle of her life in Boston has been pieced together from 
letters written by her and by her friends, from anecdotes she herself told, 
and from a considerable variety of other sources.79 
 

The remaining bits of evidence within the Gardner Museum archives and the Gardner 

family papers at the Massachusetts Historical Society are tantalizing for the brief 

glimpses they give into the early years of her marriage to Jack Gardner and her efforts to 

distinguish herself in Boston society, but placing these artifacts together into a coherent 

narrative of experience today involves more conjecture than a certifiable storyline.80  In 

the absence of a fully documented chronology prior to about 1880, Morris Carter’s 

biography and Gardner’s albums therefore stand as the most important records of her 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
79 Carter, Isabella Stewart Gardner and Fenway Court, vii. 
80 The Gardner family papers are held at the Massachusetts Historical Society (MHS) and contain letters 
from both Jack and Isabella Stewart Gardner; many of these have been copied and cross-referenced in the 
Isabella Stewart Gardner Museum archive.  Unfortunately, the organization of the MHS holdings is less 
than ideal for scholars seeking the letters of specific Gardner family members, as they are arranged by date 
instead of by name.  My examination of the extant correspondence throughout the 1870s yielded little in 
the way of insight into Gardner’s life beyond what has already been established in Morris Carter’s 
biography. 
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early adulthood, and of the formation of her character within the context of her married 

life81. 

 Belle Stewart was a well-traveled young woman when she came to her marriage 

in April of 1860, and from an early age friendships that were formed abroad proved to be 

significant to her.  While her early years were spent Stateside in the Stewart family home 

in lower Manhattan and at her grandmother’s farm on Long Island, her family went 

abroad in 1855 both for business reasons and to enroll the then fifteen year old Belle in 

St. Mary’s convent school in Paris.82  As she would so many times thereafter, Belle 

Stewart maintained an album between 1855 and 1857 while a pupil at St. Mary’s.83  This 

first album documented her friendships with many of the girls at the school alongside a 

variety of pasted-in engravings, watercolor sketches, and other forms of print ephemera.84  

Relationships with her fellow pupils are therefore at the core of this album’s functioning, 

and the pages are a study in mid-nineteenth century girls’ manners of formal 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
81 Shand-Tucci states that Carter acted less as a biographer than as an amanuensis for Gardner, who had lost 
the ability to write after her stroke in 1919 (see Shand-Tucci, 4).  Carter’s extensive consultations and 
interviews with Gardner render his biography, for all intents and purposes, a primary source. 
82 Unfortunately, little is known about St. Mary’s school.  Louise Hall Tharp states that Belle Stewart’s 
mother selected the school from a book titled The School-Girl in France.  The school was “French 
Protestant” and Tharp surmises that the curriculum focused upon teaching French, Italian, music, and 
embroidery to its pupils. See Tharp, Mrs. Jack: A Biography of Isabella Stewart Gardner (Boston, MA: 
Isabella Stewart Gardner Museum, 1965), 13-14. Gardner’s early grasp of French has been substantiated, 
but Anne McCauley notes that her studies in Italian continued from the 1850s until at least the late 1880s. 
See McCauley, “A Sentimental Traveler: Isabella Stewart Gardner in Venice,” in McCauley, et al, Gondola 
Days, 43, footnote 7. 
83 Isabella Stewart Gardner, “Autograph Album,” c1850s-1860s, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. Please note that the pages of this album are not numbered and all subsequent 
footnotes denote the album as a whole. 
84 Identifying the sources for this assortment of ephemera would present a significant challenge, as most 
have no distinguishing marks; moreover, the subject matter (domestic genre scenes, travel landscapes, 
Biblical stories) was both conventional and widespread in nineteenth century print culture.  Collections like 
Gardner’s were common in the nineteenth century and were especially encouraged as a pastime for 
children.  For further reading on the collection of ephemera, see: Mary-Elise Haug, “The Life Cycle of 
Printed Ephemera: A Case Study of the Maxine Waldron and Thelma Mendsen Collections,” Winterthur 
Portfolio, Volume 30, Number 1 (Spring 1995), 59-72. 
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communication: sentimental poetic tributes are rendered in elaborate calligraphic swoops 

and swirling ink curlicues, each heartfelt entry signed by the creator alongside the date of 

her inscription.  An entry from a friend named “Fanny” within the first pages of the diary 

is typical of these entries, with the opening address, “Bella Dear,” scripted in precise 

Gothic lettering leading to the following maudlin exhortation: “Oh! Pass not thou my 

grave/ without one thought whose relics there recline / the only pang my bosom dare not 

brave / must be to find forgetfulness in thine...” (Figure 1.2).85  Another friend, “Gussie 

W.,” invokes similar sentiments regarding the passage of time and again hearkens to the 

tradition of the poetic memento mori: “So may she whose name I write / Be herself a 

flower of light / Live a life of innocence / Die--to be transplanted hence / To that garden 

in the skies / Where the lily never dies.” (Figure 1.3)86   

 Intermingled between these tributes are the works of art that Belle and her friends 

chose to augment the written elements of the album.  These entries were carefully 

overseen by Belle herself, who either pasted or cut small openings into the pages of the 

album to arrange the works of art given to her by her friends. The autograph album 

contains a diverse array of printed and hand-sketched materials, presenting a virtual 

catalogue of commercial ephemera available to young women of means in mid-

nineteenth century Europe: scenic polychromatic postcard views of European spas and 

resorts, softly rendered engravings of ladies waiting languidly by firesides or 

windowsills, pressed and hand-sketched flowers, more than a few mothers with children, 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
85 Isabella Stewart Gardner et al, “Autograph Album,” 1850s, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
86 Ibid. 
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and a prints of antique stories common to the Victorian girls’ education share space with 

finely rendered portrait sketches.  An engraving pasted near the beginning of the album 

reveals the interior of a modest domestic abode, signaled by the household implements 

hanging from the ceiling and ranged on the walls surrounding the four sitters at the center 

of the image (Figure 1.4).87  Despite its cozy setting, the image conveys a quiet drama: at 

the left of the frame sits a young woman who has turned her back on a laconic young man 

seated to the right.  Behind the young woman are an older woman and man who seem to 

be her parents, whose kindly expressions clearly belie their desire to encourage the young 

woman to look more favorably upon her slouching suitor.  A familial theme runs through 

many of Belle’s selections: mothers and children appear in many places throughout the 

album, often caught in affectionate embraces, but in at least one instance in the midst of a 

child’s being disciplined (Figure 1.5).88  Allusions to Biblical and Classical stories are 

equally abundant within the pages of the autograph album. Belle selected a large 

engraving of Abraham at the moment of releasing the knife he was poised to use on a 

prone Isaac, his hair flying in the wind as the heavens above light up with the specter of 

the Lord (Figure 1.6).89  On another page, another mezzotint displays a shepherd with a 

flute surrounded by placid goats and a sheepdog, teaching children to play the pipes 

(Figure 1.7).90  These domestic dramas and canonical fables are punctuated at random 

intervals throughout the album with scenic postcards of a variety of majestic and pastoral 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
87 Isabella Stewart Gardner et al, “Autograph Album,” 1850s, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
88 Ibid. 
89 Ibid. 
90 Ibid. 
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European destinations, their supersaturated lithographic hues glaring up from the pages as 

reminders of the places where Belle and her friends traveled in the real world (Figure 

1.8).91 

 Drawings by Belle’s many friends abound in the album, and display a range of 

talents and interests within her social circle.  One friend known only as “H.B.G” provided 

a watercolor of a delicate purple flower; another created a visual riddle called “The 

Huntsman’s Puzzle,” featuring two brown-and-white dogs, their heads hanging in 

exhaustion, back-to-back beneath the words “These dogs are dead, I think you’ll say/ four 

stripes on the back makes them run away.” (Figure 1.9)92    The gemlike watercolor 

portrait of an elaborately dressed prince or military officer of unknown national origin, 

who wears a gilt-embroidered coat and a draped red cap festooned with a tall white brush, 

was obviously valued by Belle as she carefully cut two small half-moons into the page of 

the album so as to set the portrait in without sullying it with glue (Figure 1.10).  Belle’s 

inclusion of these images suggests her admiration for these efforts through her 

cataloguing and archiving of them, and reveals an early tendency to collect evidence of 

her many friends’ talents in writing and in artistic production. 

 Most significantly, the album indexes Belle’s relationships with other finishing-

school pupils and their families, and materializes her place within these social networks.  

On three different pages, Belle sketched the outlines of calling cards in a fan-like or oval 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
91 Isabella Stewart Gardner et al, “Autograph Album,” 1850s, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
92 Ibid.    
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arrangement so that they could be signed by her friends at St. Mary’s (Figure 1.11).93  

One of these arrangements is full of names.  However, many of the “cards” in the other 

two remain blank.  Perhaps her friends preferred to create their own memorable entries 

into the popular Belle Stewart’s memory book.  What remains significant is the fact that 

Belle drew these cards in an attempt to display the identities of her album’s contributors 

for future readers of the book.  Her effort to organize the names in this way suggests a 

need to gather an otherwise seemingly indiscriminate hodgepodge of images and 

inscriptions into something more cohesive.  While not quite a “gallery of friendship and 

fame,”94 as Elizabeth Siegel describes the family albums of the mid-nineteenth century, 

these sketched cards hearken to an organizational principal predicated upon the valuation 

of relationships.  When seen in this way, the autograph album operates as a primary 

register of Gardner’s burgeoning and consequential social network abroad as well as a 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
93  Isabella Stewart Gardner et al, “Autograph Album,” 1850s, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  These pages containing arrangements of calling cards are remarkably similar in 
composition to the formats of photocollages created by aristocratic British women in the middle of the 
nineteenth century and discussed by Elizabeth Siegel and Patrizia DiBello in joint and separate 
publications.  See Patrizia Di Bello, Women’s Albums and Photography in Victorian England: Ladies, 
Mothers and Flirts (Burlington, VT: Ashgate Publishing Company, 2007) and Elizabeth Siegel, with 
Patrizia Di Bello, Marta Weiss and Miranda Hofelt, Playing with Pictures: The Art of Victorian 
Photocollage (New Haven, CT: Yale University Press, 2009). 
94 Siegel discusses the family photograph album as a site of both individual and collective identity in 
nineteenth century America.  By referring to the album as a gallery of friendship and fame, she notes that 
the intermixture of both well-known political and other cultural figures with photographs of family 
members and friends was common in photograph albums between 1860 and 1880.  See: Elizabeth Siegel, 
Galleries of Friendship and Fame: A History of Nineteenth-Century American Photograph Albums (New 
Haven, CT: Yale University Press, 2010). 
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document of her early connoisseurship--both in her relationships and in her arrangement 

of the visual materials yielded by her friendships.95 

 Chief among those friendships were the Stewart family’s newest acquaintances, 

the Gardners of Boston, MA, but still other relationships solidified Belle’s connections to 

the city and laid the groundwork for her eventual social life.  According to Belle’s 

autograph book, Jack’s sisters Eliza and Julia Gardner were both enrolled in St. Mary’s 

and signers of her album.96  While the details of their early meetings are murky, Belle 

Stewart apparently became acquainted with Jack Gardner while both families were in 

Paris.  In 1857, however, the Stewart family decamped for Rome for business purposes, 

where Belle befriended Ida Agassiz, the daughter of Harvard professor Louis Agassiz, 

who would later marry Henry Lee Higginson, the founder of the Boston Symphony 

Orchestra.  Ida Agassiz later reminisced that even as a teenager her friend Belle Stewart 

had dreamed of building “a house, a house like the one in Milan, (the Poldo Pezzoli) 

filled with beautiful pictures and objects of art, for people to come and enjoy.  And you 

have carried out the dream of your youth and given great happiness to hundreds of 

people.”97  Belle Stewart’s increasingly complex web of social exchanges, as preserved in 

the pages of her autograph album, therefore began to carry significant influence in the 

imagining of her future after her travels.  In particular, her ever-expanding social network 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
95 Because so little is known about St. Mary’s convent and the names of the female children within this 
album would have changed when they subsequently married, etc., it is difficult to determine the precise 
social networks to which they belonged.  However, the presence of the Gardner sisters at the school 
substantiates my belief that the school catered to an elite clientele.  The national identities of the children at 
St. Mary’s are also impossible to determine, although many of the names would have been common in 
nineteenth century American and British families. 
96 Isabella Stewart Gardner et al, “Autograph Album,” 1850s, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
97 Carter, Isabella Stewart Gardner and Fenway Court, 15. 
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of well-connected Bostonians abroad appears to have inspired Belle Stewart to begin 

considering a life for herself on a similarly ambitious scale.   

 When the Stewarts returned to New York toward the end of 1858, friendly 

relations continued with their newly acquired Bostonian acquaintances, and in due time 

Belle journeyed northward to visit with the Gardner girls and to strengthen her intimacy 

with Jack.  Once again, her autograph album traveled with Belle and presents evidence of 

these blossoming relationships, as Carter notes that Joseph P. Gardner inscribed one page 

with the following sentiments: “May your own path in life be always strewn with flowers 

as gay as those which spring up everywhere around you under the vivifying influence of 

your sunny glance. To Miss Belle Stewart February 13 1859.”98  Jack and Belle were 

married in April of the following year and celebrated their nuptials with a trip to 

Washington, D.C, like so many other well-to-do couples in the latter half of the 

nineteenth century.99  Even on their honeymoon, the newlywed Gardners possessed a 

keen awareness of the social dynamics surrounding them: Julia Gardner reported upon 

their return that “four other newly married couples made the journey to Washington at the 

same time with themselves, and they seem to have been very busy watching each 

other.”100  Thus, Belle Stewart’s teenaged travels in Europe and her domestic travels after 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
98 Joseph P. Gardner was Jack Gardner’s brother and Belle Stewart’s future brother in law.  He committed 
suicide in 1875, and Jack and Isabella Stewart Gardner would adopt Joseph’s three sons upon their return 
from Egypt and the Middle East.  I discuss Gardner’s relationship with these children in the second chapter 
of the dissertation.  See: Shand-Tucci, The Art of the Scandal, 39 and Carter, Isabella Stewart Gardner and 
Fenway Court, 16-17. 
99 Washington, DC, was a common destination for wealthy newlyweds in nineteenth century America, as it 
was seen as a destination of national distinction and heritage.  For further reading, see Barbara Penner, 
Newlyweds on Tour: Honeymooning in Nineteenth-Century America (Durham, NH: University of New 
Hampshire Press, 2009). 
100 Carter, Isabella Stewart Gardner and Fenway Court, 22. 
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finishing school rendered her social connections that would, in due course, shape the rest 

of her life.  Even as these relationships were being established--and with such vital 

members of the Boston elite--Belle Stewart envisioned a life that would one day be of her 

own design, involving art and engagement with the public in equal measure.  And 

throughout this transformative period, she used the pages of her autograph album to map 

her social and civic destiny. 

 Yet the years after her wedding were ones of enormous challenges for Isabella 

Stewart Gardner, and her uses of travel would also undergo metamorphosis.  Carter notes 

that she “was not well [and] often spent the morning in bed...She was considered shy, and 

during her early married life her health prevented her from going much in society; she 

was glad to escape frequently to New York and to stay with her parents until her eager 

husband came to fetch her.”101  His narrative suggests tension between her own capacities 

and the expectations of Boston society, and notes that as a result, “For the next two years 

Mrs. Gardner was much of an invalid.”102  While she did travel between the family’s 

homes in Brookline, Beverly, and Danvers, she was “sometimes so weak that she had to 

be carried into the house.”103  In June of 1863, her symptoms were at least partially 

explained by the birth of her son, Jackie.  Carter writes that it was “such a terrible ordeal 

for her that the doctor told her she could never again have another child.”104  The 

Gardners doted upon their child, but his life was cut short by pneumonia just three 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
101 Carter, Isabella Stewart Gardner and Fenway Court, 23. 
102 Carter, Isabella Stewart Gardner and Fenway Court, 24. 
103 Carter, Isabella Stewart Gardner and Fenway Court, 24. 
104 Carter, Isabella Stewart Gardner and Fenway Court, 25. 
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months shy of his second birthday.  “Mrs. Gardner,” Carter relates, “was prostrated.”105  

For the next two years, Isabella Stewart Gardner was immobilized by a seemingly 

intractable depression.  Apparently alarmed by her lack of recovery in the spring of 1867, 

the Gardner family engaged the skills of Harvard professor and Massachusetts General 

Hospital surgeon Dr. Henry Jacob Bigelow, who prescribed a therapeutic intervention 

that would prove to be effective in lifting Mrs. Gardner out of her despair: he 

recommended that Jack take Isabella on a tour of Europe.106  Carter writes that in the last 

days of May, “Mrs. Gardner was taken to the steamer in an ambulance and carried up the 

gangway on a mattress.”107   

 The resulting journey was successful, a point made evident not only by Carter’s 

narrative of the trip but by Gardner’s own creative production.  As the couple toured the 

artistic treasures and natural wonders of Northern Europe, Isabella regained her health 

and maintained (but did not complete) a photographic travel album to commemorate their 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
105 Carter, Isabella Stewart Gardner and Fenway Court, 27. 
106 Henry Jacob Bigelow was both the Gardner family’s physician and their trusted friend; his son, Sturgis, 
was also a part of ISG’s circle in the early part of the 20th century.  Houghton Library at Harvard 
University holds the Bigelow papers, but I have yet to find any mention of his treatment of women’s 
neurasthenia (then the common term for depressive illness) in the latter half of the nineteenth century. For 
biographical information, see: A Memoir of Henry Jacob Bigelow, A.M., M.D.,L.L.D. (Boston: Little, 
Brown, 1900). 
107 Carter, Isabella Stewart Gardner and Fenway Court, 28.  All of Gardner’s biographers discuss the 
transformative effect of her travel upon her psyche and explore the significance of the Northern European 
journey in the trajectory of her career.  I disagree with Shand-Tucci’s conjecture that Gardner was relieved 
by the death of her son and subsequent infertility.  The suggestion that Gardner happily devoted whatever 
maternal energies she might have had into the building of her social life (and eventual museum) constitutes 
an anachronistic evaluation of her intellectual and emotional capacities, not to mention her social status.  
Such a suggestion radically oversimplifies the possibilities for a woman of Gardner’s class in the nineteenth 
century.  The cult of domesticity had a long reach, but for women of Gardner’s class and resources (the 
perquisites of which would include live in child care and the expectation of outsourced education, etc.) it 
was possible to maintain significant personal projects and achieve a certain amount of professional success.  
See: Carter, Isabella Stewart Gardner and Fenway Court, 25-29; Tharp, Mrs. Jack, 35-44; Shand-Tucci, 
The Art of the Scandal, 15-19. 
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experiences.108  This album presents an interesting conundrum to those who study her 

album making, as she devotes just thirteen pages to her Northern European journey of 

1867, but then re-purposes the album for later journeys across the Western United States 

in 1881 and to Havana, Cuba (via St. Augustine, Florida) in 1886.  Nevertheless, these 

few pages provide scholars with a window into her experiences throughout her 

recuperation in Northern Europe in 1867, and reveal the range of her interests throughout 

this first voyage overseas since her marriage.  The first three pages of the album contain 

several small photographs of the architecture of Copenhagen as well as half a dozen 

photographs of the bas-relief sculptures of Bertel Thorvaldsen (Figure 1.12).109  Gardner 

captions the latter with a quotation from an unattributed source who states: “We saw a 

swan strike the marble rocks with his wing, so that it cleft assunder & the forms of the 

beauty, imprisoned in the stone stepped forth into the light of day, & people of all lands 

lifted their heads to see these mighty forms.”110  Arranged around these words are three 

photographs of Thorvaldsen’s sculpture, all of which feature the bodies of women caught 

in a moment of action; the most arresting of these appears in the top left corner of the 

page and depicts the Three Graces dancing while a smiling cherub strums a lyre.111  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
108 Isabella Stewart Gardner, “Northern Europe, Russia, Poland, United States, Cuba” travel album, 1867, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
109 The sources of the photographs that appear in the Northern European album have not been determined, 
and distinguishing marks do not appear on any of them.  Gardner often placed four or five to the page with 
space between them, and because the images are grouped on the pages of the album by location within each 
country or region that she visited, it would appear that they were purchased in series.  The edges of some of 
the photographs appear to be hand trimmed, substantiating the idea that Gardner purchased them in sheets 
from local purveyors.  As is the case with many of Gardner’s travel albums, provenance and maker for the 
photographic materials need to be established. Isabella Stewart Gardner, “Northern Europe, Russia, Poland, 
United States, Cuba,” 1867, 1-3, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
110 Isabella Stewart Gardner, “Northern Europe, Russia, Poland, United States, Cuba,” 1867, 3, Archives of 
the Isabella Stewart Gardner Museum, Boston, MA. 
111 Ibid. 
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While it would be facile to equate the above with an immediate change in Gardner’s state 

of mind, the quotation nonetheless provides much in the way of tempting metaphorical 

imagery.  The album as a whole provides evidence to suggest that Gardner made an effort 

to break free from her depression by dutifully collecting, arranging, and captioning the 

small photographs and pieces of print ephemera upon each page.  The photographs 

chronicle her passage and mirror the highlights of the Gardners’ itinerary through the 

island of Moen in Denmark, its “chalk cliffs” duly included in her photographic selection, 

to Christiania (now Oslo) where a photographic portrait of King Charles the XV of 

Sweden and Norway appears beneath a small lithographed royal crest of “Norway and 

Sweden.” (Figure 1.13)112  Ethnographic portraits of Laps, Norwegian peasants, and 

portraits of Russian “types”--such as a priest, a coachman, and a peasant couple--

dominate the last several pages of the album, which map her progress through canonical 

sights in Norway, Russia, and Poland (Figure 1.14).113  When taken together, the neat 

organization of these small photographs arranged on the pages of this album--like so 

many windows into her itinerary and the experiences of her journey--reveals Gardner’s 

emerging interest in the arts as well as the rekindling of her lifelong enthusiasm for 

contemplating the social strata of different cultures.  The assembling of the “Northern 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
112 Isabella Stewart Gardner, “Northern Europe, Russia, Poland, United States, Cuba,” 1867, 4-6, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
113 Isabella Stewart Gardner, “Northern Europe, Russia, Poland, United States, Cuba,” 1867, 8-13, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Europe” album therefore presents a glimpse into the imaginative and experiential paths 

through which Gardner found her way back to psychological health.114 

 While this unfinished or half-realized travel album seems skeletal in comparison 

to her later efforts in the genre, these pages should be recognized as an intrinsic part of 

Gardner’s efforts to recover herself and to assemble a narrative that relied upon present 

circumstances.  In this way, the pages created during the Northern European trip not only 

document the facts of her travel, but act as sites in which she might order her 

understanding of the world--an essential task in the aftermath of significant emotional 

trauma.  Gardner returned from this voyage ready, in Carter’s words, for a “fresh start” in 

Boston society. 115   

 By the end of the 1860s, Isabella Stewart Gardner’s relationship with travel had 

evolved to serve her intellectual, social, and psychological capacities.  It should be 

stressed that dislocation was at the core of this evolution, and that Gardner had been 

challenged to adapt (with grace and rapidity) to new circumstances not only in the 

company of her family in Europe, but later into her family of marriage and Boston 

society.  Gardner was an experienced traveler by the age of twenty, but she was just out 

of girlhood when she married Jack.  The crisis of leaving her family of birth, of trying to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
114 Unfortunately, none of Gardner’s biographers provide information regarding the decision to travel in 
Northern Europe.  Carter states only that “Sturdy, vigorous peasant types [such as the ones she encountered 
in Scandinavia and Russia] always attracted her,” and “the invigorating northern air had greatly improved 
Mrs. Gardner’s health.” See Carter, Isabella Stewart Gardner and Fenway Court, 28-29. 
115 Carter, Isabella Stewart Gardner and Fenway Court, 29. 
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surpass her designated role as “the intruder”116 (in Carter’s words) in Boston society, of 

becoming a mother to a longed-for son only to lose him--these were experiences that 

would crush the hardiest of souls.  Dr. Bigelow’s medical wisdom was manifest in his 

assessment of her character and of the need for her to return to a manner of being in the 

world that would restore her sense of accomplishment, refinement, and her abilities to 

acculturate herself to new surroundings.  The resilience gained from her traveling gave 

her the confidence to create a life in Boston on her own terms, and to return to her 

teenaged vision of becoming one of the city’s central cultural players.  Collecting and 

arranging visual narratives of her activities while traveling reflected the desire she had 

expressed years before to Ida Agassiz Higginson, of creating an experience that could be 

shared with a wider audience, to share her delight in art, history, and music with the 

social networks that she aspired to establish both in Boston and beyond. With travel and 

album making firmly in place as tools for her personal advancement, Gardner was poised 

to begin developing her professional strategies. 

Expeditions and the Imaging of Egypt in the Nineteenth Century 

 Isabella and Jack Gardner’s selection of Egypt as a travel destination was hardly 

unique amongst well-to-do American and European travelers in the 1870s, a fact made 

plain by the sheer numbers of fellow travelers with Western names who appear in the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
116 This is the title of Chapter II in Carter’s biography.  Since this chapter covers the largely uncharted 
territory of Isabella Stewart Gardner’s early life in Boston, the title speaks volumes as a thematic 
framework for her life at this stage.  Carter’s narrative strongly suggests that Isabella Stewart Gardner faced 
significant pressures as a newcomer to Boston society, and often felt herself judged an outsider--both as a 
New Yorker, and, one surmises, as the daughter of a family whose wealth was relatively new. 
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pages of their diaries.117  In choosing Egypt, and in mapping a round-trip excursion on the 

Nile to revel in its antiquities, the Gardners followed a course that had already been 

determined for them by explorers, adventurers, pilgrims, missionaries, scientists, artists, 

and travel writers for three quarters of a century.  Their routes were shaped around the 

priorities of a robust tourist industry that had, in turn, been constructed by a stream of 

amateur and professional travelers whose interests were inextricably linked to their 

respective positions in Western society and the imperialist aims that attended them.  By 

1874, Egypt had secured a place in the Western imagination as a key site for experiencing 

the ancient history and aesthetic pleasures of the Orient, which in turn promised 

transformations in the minds and spirits of its visitors.118  Most importantly, it had 

become a destination for Western travelers who sought to confirm their status as 

cosmopolitan actors in the Gilded Age. 

 By 1874, when the Gardners alighted at Cairo, Egypt had served for three quarters 

of the nineteenth century as a place in which the nationalist aims, commercial interests, 

and personal missions of European travelers might be realized.  It earned its position as 

an important site on commercial tourist routes over a period of decades, and its gradual 

development as a fixture on the travel circuit reveals the numerous ways in which Egypt 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
117 Both Isabella and Jack kept diaries of their trips through Egypt and the Holy Land, but while Jack’s 
diary recounts the trip as a whole, Isabella produced two separate written diaries: the illustrated travel diary 
discussed in this chapter, and another one without illustrations that discusses their travels in the Palestine, 
Jordan, Syria, Turkey, Cyprus, Greece, Hungary, and Austria. As I note earlier in this chapter, Isabella 
Gardner created another photograph album in 1875 that contains only brief captions of their travels in 
Egypt, the Holy Land, Greece, and Turkey.  See: Isabella Stewart Gardner, “Travel Diary,” 1875; John 
Lowell Gardner, Jr., “Travel Diary,” 1874-1875; and Isabella Stewart Gardner, “Egypt, the Holy Land, 
Greece, and Turkey,” 1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
118 In using the term “Orient,” I refer to Edward Said’s classic study of it as a construction predicated upon 
the needs and desires of Western imperialist actors.  See Edward Said, Orientalism (New York: Pantheon 
Books, 1978), “Introduction.”  
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was instrumentalized by travelers for specific ends.119  However, these diverse political 

and capitalistic initiatives were united by a common theme, as each category of interest 

sought expression through the visual and literary arts.  The publications that resulted from 

Westerners’ earliest incursions into Egypt communicated the aesthetic and historical 

importance of the region through print illustrations of its landscape, people, and treasure, 

all of which could be packaged for tourism in the second half of the century.   

 Because the “Egypt Diary” holds numerous examples of the visual culture that 

surrounded and defined Egypt as part of what was then described the Orient for wealthy 

travelers like Gardner, a brief overview of early and influential expeditions and visual 

projects illuminates the historical framework for her aesthetic choices.  The invasion of 

Egypt by Napoleon Bonaparte’s army in 1798 heralded a new era of European visual 

exploration within a country that had been part of the Ottoman empire for centuries and 

was largely unknown to most Westerners.  The boundaries of Egypt’s geographic, 

historical, and cultural landscape were soon defined by the 160 scholars whom Napoleon 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
119 While I elaborate upon the subject of tourism later in this chapter, the expansion of the Grand Tour and 
the history of Egyptian travel and tourism in the nineteenth century have been well established.  For 
historical overviews that are most pertinent to the discussion within this chapter, see: Derek Gregory, 
“Emperors of the Gaze: Photographic Practices and Productions of Space in Egypt, 1839-1914,” in 
Picturing Empire: Photography and the Visualization of the British Empire, edited by Joan Schwartz and 
James Ryan, (London: Reaktion Books, 1997), 195-225; Derek Gregory, “Performing Cairo: Orientalism 
and the City of the Arabian Nights,” in Making Cairo Medieval, edited by Nezar AlSayyad, Irene A. 
Bierman, Nasser Rabbat. (Lanham, MD: Lexington Books, 2005), 69-93; Kristin Hoganson, Consumer’s 
Imperium: The Global Production of American Domesticity, 1865-1920 (Chapel Hill, NC: University of 
North Carolina Press, 2007), Chapter 4; Kathleen Stewart Howe, Excursions Along the Nile: The 
Photographic Discovery of Ancient Egypt (Santa Barbara, CA: Santa Barbara Museum of Art, 1993); 
Nancy Mickelwright, A Victorian Traveler in the Middle East: The Photography and Travel Writing of 
Annie Lady Brassey (Burlington, VT: Ashgate, 2003); Timothy Mitchell, Colonising Egypt (Cambridge, 
UK: Cambridge University Press, 1988); Barbara Penner, Newlyweds on Tour: Honeymooning in 
Nineteenth-Century America (Durham, NH: University of New Hampshire Press, 2009). 
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I had engaged to “survey...the archeology, topography, and natural history.”120  The 

resulting publication, Description de l'Égypte, was published as a series of volumes 

between 1809 and 1829 and offered a lavishly illustrated encyclopedic overview of Egypt 

from the perspective of imperial France.121  As information from the French project 

disseminated across Europe, others recognized the opportunities afforded by travel within 

Egypt and became key actors in the popularization of its exploration and plunder.  These 

adventurer-explorers shaped the professionalization of the fields of archeology, 

anthropology, and the history of art, among other disciplines, and in so doing established 

Egypt as a destination essential to the construction of what Edward Said calls “the 

Orientalist canon.”122  Of this burgeoning cultural fascination regarding Egypt in the 

minds of European and American travelers, Kathleen Howe notes:  

If Egypt intrigued the scholar, it inflamed the imagination of the 
Romantic...Romantics sought heightened emotional states elicited by wild 
feelings of terror, savored in languorous states of passion, or found in 
reveries of lost glory, the inexorable passage of time, and doomed 
love...This sensual dream of Egypt, fueled by the poetry of Hugo and 
Byron, suffused with the intense colors, sharp odors, and exotic melodies 
of the Arabian Nights, caused young Gustave Flaubert to exclaim, ‘Oh, 
how willingly I would give up all the women in the world to possess for 
one night the mummy of Cleopatra!’123 

 
 The romantic titillation that Howe describes (and which Flaubert professes in 

startlingly necrophilic terms) was essential to the early scholarship of Egypt, as these 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
120 Commission des Sciences et Arts d’Egypte, Description of Egypt, Second Edition (Paris: C.L.F 
Panckoucke, 1820).  Accessed via World Digital Library, September 15, 2013. 
http://www.wdl.org/en/item/80/ 
121 For more on the reception of the Description de l'Égypte, see: Andrew Bednarski, Holding Egypt: 
Tracing the Reception of the 'Description de l'Égypte' in Nineteenth-Century Great Britain (London: 
Golden House, 2005). 
122 Said, Orientalism, 4. 
123 Kathleen Stewart Howe, Excursions Along the Nile: The Photographic Study of Ancient Egypt (Santa 
Barbara, CA: Santa Barbara Museum of Art, 1993), 19-20. 
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initial purveyors of scientific and historical knowledge were at the same time 

instrumental creators of the Orientalist fantasies embroidered in artistic and literary 

circles throughout the long nineteenth century.  The carnival-strongman-turned-

archeologist/engineer Giovanni Battista Belzoni was an early and colorful figure in the 

exploitation of Egyptian treasure, as he masterminded the removal and shipment of the 

“colossal granite head of Ramses II, which lay half-buried at Thebes”124 to the British 

Museum.  Howe notes that this same head provided the inspiration for Percy Bysshe 

Shelley’s sonnet “Ozymandias,” and that Belzoni’s subsequent archeological 

explorations at Abu Simbel, as well as subsequent exhibitions at the Egyptian Hall in 

Picadilly, London, were “potent stimuli to British Egyptomania.”125   

 Within the first three decades of the nineteenth century, the study of Egypt 

became a professional discipline, and both travel and artistic production were integral to 

its practices.  Sir John Gardner Wilkinson initiated a career in the emerging field of 

Egyptology between 1821 and 1833 by traveling to and meticulously documenting the 

particulars of every known site of historical interest while also providing descriptions of 

contemporary life in Egypt.  Wilkinson sketched the architecture and decorative details of 

major Egyptian sites along the Nile, and his travels mapped the way for many who would 

follow.  He published these findings in Manners and Customs of the Ancient Egyptians of 

1837, a three-volume endeavor that summarized his intensive study in the field and 

became the foremost account of Egyptian history and culture in the nineteenth century.126  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
124 Howe, Excursions Along the Nile, 19. 
125 Howe, Excursions Along the Nile, 19. 
126 Sir John Gardner Wilkinson, Manners and Customs of the Ancient Egyptians (London: J. Murray, 1837). 
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His work would lead to a collaboration with the travel guide publisher John Murray, 

whose Handbook for Travellers in Egypt of 1873 would be carried by Isabella and Jack 

Gardner as they tramped through the sites along the Nile River in 1874-5 (Figure 1.15).127  

While this book holds only a few of the illustrations, maps, and site plans drawn by 

Wilkinson in the early part of the century, his artistic production was essential to his 

research of Egyptian history.  Wilkinson’s traveling inspired his close friend Edward 

William Lane, whose popular translation of The Thousand and One Nights was an 

essential text quoted in the published and private writings of countless Western travelers 

in the Middle East (including Gardner), traveled to Egypt three times between 1825 and 

1849, with stays extending between two and a half to seven years in each cycle.128  

During these trips Lane practiced a form of cultural immersion that he felt would afford 

him the greatest access and insight into Egyptian life, and affected the dress, culinary 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
127 John Murray, Handbook for Travellers in Egypt, Including Descriptions of The Course of the Nile 
Through Egypt and Nubia, Alexandria, Cairo, The Pyramids, and Thebes, The Suez Canal, The Peninsula 
of Mount Sinai, The Oases, The Fyoom, &c.  Fourth Edition (London, UK: John Murray, Albemarle Street, 
1873). 
128 I consulted a number of both published and private accounts of travel in Egypt in the nineteenth century 
in researching this chapter, including: Thomas Gold Appleton, A Nile Journal (Boston, MA: Roberts 
Brother, 1876); M.S. Craig, Diary of a Trip to Egypt (Paisley: Printed by A. Gardner, 1909); G. L. Dawson 
Damer, Diary of a Tour in Greece, Turkey, Egypt, and the Holy Land (London, UK: H. Colburn, 1842); 
Amelia Ann Blanford Edwards, A Thousand Miles Up the Nile (Leipzig, Germany: Bernhard Tauchnitz, 
1878); Sir Montagu Gilbert Gerard, Leaves from the Diaries of a Soldier and Sportsman During Twenty 
Years' Service in India, Afganistan, Egypt and Other Countries, 1865-1885, with illustrations, including 
some of the author's sketches (New York: E.P. Dutton, 1903); Kate Kraft, The Nilometer and the Sacred 
Soil: A Diary of a Tour Through Egypt, Palestine, and Syria (New York: Carleton Publisher, 1869); 
Corinne Roosevelt Robinson, “My Brother, Theodore Roosevelt,” Scribner’s Magazine, Vol. 69 (1921), 
300-315; Theodore Roosevelt, Travel diary August 1872-May 1873 (pages 24-89 pertain to travel within 
Egypt, including a Nile voyage), Houghton Library, Harvard University, Cambridge, MA; Jerome Van 
Crowninshield Smith, A pilgrimage to Egypt: Embracing a Diary of the Explorations on the Nile; With 
Observations Illustrative of the Manners, Customs, and Institutions of the People, and of the Present 
Condition of the Antiquities and Ruins, With Numerous Engravings by J. V. C. Smith (Boston, M: Gould 
and Lincoln, 1852); Charles R. Watson,  Egypt and the Christian Crusade (New York, NY: The Board of 
the Foreign Missions of the United Presbyterian Church of North America, 1907); Sir William Howard 
Russell, The Prince of Wales' Tour : A Diary in India, With Some Account of the Visits of His Royal 
Highness to the Courts of Greece, Egypt, Spain, and Portugal, with illustrations by Sydney P. Hall (New 
York, NY: Lovell, Adam, Wesson, 1877). 
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habits, and language of the “Moos’lim” people amongst which he circulated for research 

purposes.129  Like Wilkinson and so many other travelers in Egypt, Lane sketched the 

landscape and people to provide illustrations for his Description of Egypt, a project that 

ultimately failed to be published by its initial supporter, the guidebook publisher John 

Murray.130  The Scotland-born artist David Roberts also founded his career through a 

formative journey to Egypt and other regions within the Middle East in 1838-1839, 

during which time he produced the hundreds of sketches that would be translated into 

lithographs and published to great acclaim as Egypt, Syria, and the Holy Land between 

1842-1849.131  His paintings of the architecture and antiquities of Egypt confirm 

nineteenth century Romantic notions of a picturesque land in which gorgeously painted 

pilasters and friezes lie half-buried within “the lone and level sands”132 that surround 

them (Figure 1.16).  The technical merits and exhaustive range of Roberts’ landscapes 

earned him a place in the Royal Academy in 1841, while the lithographs that reproduced 

Roberts’ paintings of Egypt went into the private collections of elite consumers such as 

Queen Victoria, John Ruskin, and Charles Dickens.133  The efforts of Wilkinson, Lane, 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
129 For a discussion of Lane’s three extended stays in Egypt, see: Jason Thompson, “Edward William Lane 
in Egypt,” Journal of the American Research Center in Egypt, Vol. 34 (1997), 243-261. 
130 Thompson discusses Lane’s artistic production in Egypt as an essential part of his research into its 
contemporary culture and history.  Lane was the great-nephew of the painter Thomas Gainsborough and the 
brother of Richard Lane, a prominent lithographer in nineteenth-century England.  Despite the fact that 
Lane’s drawings of Egyptian landmarks and people were never published, Thompson explores the manner 
in which they were integral to his experience of Egypt and argues that Lane saw them as an essential 
extension of his Description of Egypt. See Thompson, 247-8, 253.  Derek Gregory also discusses the 
centrality of sketching in the consumption of the Egyptian tour in “Emperors of the Gaze” in Picturing 
Empire, Schwartz and Ryan, eds., 200. 
131 David Roberts, From an Antique Land: Travels in Egypt and the Holy Land, ed. Barbara Culliford, with 
a foreword by Helen Guiterman (New York: Weidenfeld and Nicolson, 1989), 13. 
132 Percy Bysshe Shelley, Ozymandias (1818), accessed 15 October 2013 via 
.http://www.poetryfoundation.org/learning/guide/238972#poem 
133 Roberts, From an Antique Land, 13; 6. 
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Roberts, and many other early explorers reached ever-widening audiences in parlors and 

exhibition halls throughout Europe and America, and by the end of the 1840s Egypt had 

become a destination whose canonical visual reference points were well established for 

future travelers. 

 Photographic viewing and documentation of the sights and people in Egypt began 

within months of the invention of the medium, and formed a critical part of the 

dissemination of the visual culture surrounding Egypt in the second half of the nineteenth 

century.134  Kathleen Howe suggests that the earliest photographers of the Nile sought a 

“photographic representation...fused with a melancholy meditation on the passage of 

time” that mirrored the Romantic ideation of Egypt in the Western imagination.135  While 

daguerreotypists worked in Egypt throughout the 1840s, the paper negatives used to 

produce calotypes soon became the process of choice for larger-scale projects.  Of these 

projects, Maxime Du Camp’s commission to document the monuments of Egypt for the 

French Ministry of Public Education in 1849 heralded the beginning of an era in which 

national and photographic interests united to produce authoritative photographic 

“descriptions” of the region for audiences in the West.136  The work of calotypists Felix 

Teynard, J.B. Greene, and Louis De Clercq in the first half of the 1850s balanced 

landscape views with studies of the monuments and their inscriptions, while Ernest 

Benecke used the same medium for a remarkably broad ethnographic study of 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
134 It is worth noting that Lane brought a camera obscura with him to Egypt to assist him in his sketching.  
See Thompson, 247-9. 
135 Howe, Excursions Along the Nile, 20. 
136 Howe, Excursions Along the Nile, 26.  Maxime Du Camp traveled through Egypt with the writer 
Gustave Flaubert.  Their trip yielded over 200 calotype negatives and was published in installments 
beginning in 1851.  See: Maxime Du Camp, Egypte, Nubie, Palestine et Syrie (Paris: Gide et J. Baudry, 
1852). 
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contemporary Egyptians.137  By the middle of the 1850s, however, the atmospheric 

effects of the calotype--along with its limited commercial applications--were superseded 

by the advent of wet plate collodion photography.  Glass-plate negative processes lent 

themselves to far greater disseminative potential, and by the time of the Gardners’ Nile 

voyage had become the industry standard. 

The “Egypt Diary” makes Gardner’s connoisseurship of significant photographic 

projects in the second half of the nineteenth century clear.  The twenty-four photographs 

pasted within the “Egypt Diary” came from series developed by Antonio Beato, Francis 

Frith, and Pascal Sebah, whose studios maintained a brisk business in the sale of 

photographic images of historically significant sites in Egypt for the tourist industry in 

the 1870s.138  Gardner does not reveal her rationale for selecting individual prints from 

these photographers for her album: only one identifiable photograph rendered by the 

Ottoman photographer Pascal Sebah makes it into the pages of the “Egypt Diary,” just 

two came from Frith’s series, and at least twelve of Beato’s photographs appear.139  While 

her specific selections will be discussed at greater length later in this chapter, outlining 

the backgrounds of the photographic studios represented within the “Egypt Diary” 

provides a necessary context for her choices. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
137 Howe, Excursions Along the Nile, 27-29. 
138 My numbering is qualified because some of the photographs included in the archival file for the “Egypt 
Diary” appear to have been stuck loosely into the insides of the front and back covers of the album.  These 
“outtakes” should be counted as part of the cycle of research and collection, but cannot be included 
conclusively as part of Gardner’s installation and display. 
139 The only photograph signed by Sebah appears on page five.  Nine of the photographs in the “Egypt 
Diary” are unsigned. Of these, four are ethnographic portraits of contemporary Egyptians in costume; I 
discuss these later in the chapter.  In the absence of either identifying marks or comparative matches to 
other images by these photographers, definitive attribution remains elusive.  I analyze Gardner’s choices 
within Beato’s series later in this chapter as well. 
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Frith held a foundational role in the development of commercial photographic 

enterprise in Egypt and his work shaped the efforts of the firms that would follow in his 

footsteps.  Frith conducted three separate photographic expeditions to Egypt and 

Palestine between 1856 and 1860 to produce almost 500 images.140  On his inaugural 

voyage up the Nile River on a dahabeah, Frith chose to conduct his travels in the manner 

befitting of his status as an accomplished commodities investor.  He approached the task 

of traveling and photographing the landscape with remarkable ingenuity.141  Douglas 

Nickel describes how, in an effort to reach the widest possible audience for his work, 

Frith mastered and operated three different camera formats on this first expedition, 

“stereo, whole-plate, and mammoth-plate.”142  To transport these devices, Nickel notes 

that 

Frith’s expedition was carried out on the model of a gentleman’s Grand 
Tour: it was meticulously planned, costly, conducted at a leisurely pace, 
and elaborately outfitted.  In addition to stereo and whole-plate cameras, 
Frith brought with him his mammoth-plate apparatus and enough bulky, 
crated glass plates to last the trip.  The mammoth-plate camera was 
situated inside a covered vehicle that also functioned as portable darkroom 
and, at times, as shelter...With impressive determination, Frith had this 
photographic vehicle dragged across desert sands...and around the sites of 
ruins until, assured that it was properly aligned for good composition, he 
would clamber aboard and perform the manipulations necessary to 
produce his picture.143 
 
Photographs from Frith’s Egyptian excursions were eventually reproduced in both 

limited-edition publications such as The Queen’s Bible and mass-market stereocards and 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
140 My discussion of Frith is informed by Douglas Nickel’s Francis Frith in Egypt and Palestine: a 
Victorian Photographer Abroad (Princeton, NJ: Princeton University Press, 2004).  A digital copy of The 
Queen’s Bible currently housed in the collections of the New York Public Library may be accessed here: 
http://digitalgallery.nypl.org/nypldigital/index.cfm. 
141 Nickel, Francis Frith in Egypt and Palestine, 47. 
142 Ibid. 
143 Nickel, Francis Frith in Egypt and Palestine, 47-8. 
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single prints, which ensured their dissemination into elite libraries, public archives, and 

private homes.144  As Howe notes, “Frith realized that...the glass plate negative could 

yield thousands of sharply detailed photographic prints and would revolutionize the 

printing and sale of photographs. He predicted that a large, reasonably priced edition of 

photographs for a growing middle-class market would replace the expensive, deluxe 

editions of salted paper prints collected by a small group of antiquarian connoisseurs.”145  

At the same time, as Douglas Nickel has noted, Frith’s religious convictions directed his 

efforts towards materializing a vision of Egypt as a site of sacred possibilities and 

potential individual transformation—themes that would have appealed not only to 

Christian audiences in the West, but would have resonated for Gardner as well on her 

own pilgrimage.146 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
144 Nickel, Francis Frith in Egypt and Palestine, 11.  The Queen’s Bible is a limited edition 
photographically illustrated Bible that Frith provided to at total of 170 subscribers.  Douglas Nickel states 
that The Queen’s Bible sold for fifty guineas apeice (3500 USD when adjusted for inflation).  See Nickel, 
Francis Frith in Egypt and Palestine, 82-83.  Nickel also notes that Frith published his photographs of 
Egypt in numerous formats for a variety of audiences and provides the following bibliography of Frith’s 
earliest publications: Egypt and Nubia: Descriptive Catalogue of One Hundred Stereoscopic Views of the 
Pyramids, the Nile, Karnak, Thebes, Aboo-Simbel, and All The Most Interesting Objects of Egypt and 
Nubia (London: Negretti and Zambra, 1857); Egypt and Palestine Photographed and Described (London: 
James Virtue, 1858-1860); Egypt, Sinai, and Jerusalem: A Series of Twenty Photographic Views by Francis 
Frith, with Descriptions by Mrs. Poole and Reginald Stuart Poole (London: William Mackenzie, 1860); 
Cairo, Sinai, Jerusalem, and the Pyramids of Egypt: A Series of Sixty Photographic Views by Francis 
Frith, with Descriptions by Mrs. Poole and Reginald Stuart Poole (London: James Virtue, 1860-61); Egypt, 
Nubia, and Ethiopia—Illustrated by One Hundred Stereoscopic Photographs Taken by Francis Frith for 
Messrs. Negretti and Zambra, with Descriptions and Numerous Wood Engravings, by Joseph Bonomi, and 
Notes by Samuel Sharpe (London: Smith, Elder, and Co., 1862); Egypt, Sinai, and Palestine, 
Supplementary Volume (London: William Mackenzie, 1862); Lower Egypt, Thebes, and the Pyramids 
(London: William Mackenzie, 1862); Sinai and Palestine (London: William Mackenzie, 1862; Upper 
Egypt and Ethiopia (London: William Mackenzie, 1862).  For further bibliographic information see Nickel, 
Francis Frith in Egypt and Palestine, 226. 
145 Howe, Excursions Along the Nile, 33. 
146 Nickel, Francis Frith in Egypt and Palestine, 17.  Gardner was a devout Anglo-Catholic and Frith a 
Quaker, but the Christian themes I note herein transcend matters of denomination. 
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Of course, Frith’s series was not only for those who would travel to see these 

sights in person, and the albums and stereocards produced by his studio were specifically 

designed for consumers of what Kristin Hoganson has called the “fictive” or “imaginary 

travel movement.”147  Like Roberts’ lithographs, Frith’s series constructed a view of 

Egypt as a place that hearkened to Orientalist constructions of the East and marketed a 

visual representation designed to echo those narratives.  A photograph of an Egyptian 

screened window known as a mashrabiyah on the twenty-eighth page of the “Egypt 

Diary,” for example, conveys a dilapidated elegance that would appeal to the romantic 

sensibilities of viewers primed by the writings of Wilkinson and other travel writers 

(Figure 1.17).  By focusing upon this heavily latticed window alone and not the building 

surrounding it, the photograph constructs a vision of Egyptian domestic life that is 

predicated upon social seclusion, and in doing so plays upon fantasies of the harem.  

Bourgeois armchair travelers of the Gilded Age, with their expanding leisure time and 

broadening educational attainments, designated both travel and the study of historical and 

cultural treasures as worthwhile and improving endeavors.  Even as they traded in 

Orientalist signifiers, Frith’s photographic documents were vital in establishing the visual 

canon intrinsic to American and European studies of Egyptian antiquities and 

contemporary cultural life. 

 In comparison to Frith, far less is known about the life and work of Antonio 

Beato, whose twelve signed photographs make him the most prominently featured 

photographer in the “Egypt Diary.”  Beato trained alongside his brother, the photographer 
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147 Hoganson, Consumers’ Imperium, 153-155. 



!

!

64 

Felice Beato, in the firm of the Constantinople-based photographer James Robertson and 

subsequently opened a studio in Cairo in 1862; he eventually opened another in Luxor in 

the 1870s.148  Four photographic albums that contain three hundred and nine prints of 

Egypt and appear to have been prototypes used within his studios are now within the 

special collections of the Harvard University Fine Arts Library. These albums reveal 

Beato’s formidable capacities in ethnographic, architectural, and landscape 

photography.149  Each of these four albums contains photographic series related to major 

sites of interest along the Nile and bear the same gilt title on their front covers: “Vues de 

la Nubie et de la Haute-Egypte.”  Within these albums, Beato organized both his 

photographic “views” of ancient sites and modern Egypt as well as portraits of 

contemporary Egyptians.  Yet while photographs of indigenous people and village life 

comprise about a third of the images in these albums, they predominantly showcase 

canonical archeological sites within Egypt.  Volume one holds seventy-six images of 

“Nubie, Phile, Assouan, Kom Ombos, Edfou”; volume two contains eighty-two of 

“d’Edfou” as well as “Luxor et Types [ethnographic portraits]”; volume three has eighty-

two “Types” as well as “Karnak, Tombeaux [tombs], Rive Gauche, Ramesseum”; the 

fourth and final album holds sixty-nine of “Medinet Habout, Denderah, Abydos, Assiout, 
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148 There has been no monographic study of Antonio Beato’s work.  For biographical information, see: John 
Hannavy, Encyclopedia of Nineteenth Century Photography, Vol.1 (New York: Routledge 2008), 127-128.  
Anne Lacoste briefly mentions his early collaboration with his brother Felice and James Robertson.  See: 
Anne Lacoste, Felice Beato: A Photographer on the Eastern Road (Los Angeles, CA: J. Paul Getty 
Museum, 2010), 2-3.   
149 Antonio Beato, Photograph Albums of Egypt, c.1865-1900, Special Collections of the Fine Arts Library, 
Harvard University, Cambridge, MA. 
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Pyramids.”150  When taken together, these albums present a complex portrait of Egypt as 

a country poised between the ancient and the modern, but above all as a region rich in 

archeological treasures and ancient architecture. 

Isabella Gardner never alludes to photographic purchases for the “Egypt Diary” in 

her narrative, presenting a challenge to those who would wish to create an authoritative 

chronology for her acquisitions.  Nonetheless, it is clear from Jack Gardner’s diary that 

they purchased photographs along the course of their journey down the Nile and not 

merely at the beginning or end in Cairo.  It is possible that Gardner preferred Beato’s 

photography for her album because she was able to visit his studio in Luxor.  Jack 

Gardner’s diary mentions meeting with Beato there on January 15, 1875 and again on 

January 17, 1875.  While Isabella Gardner does not record the details of her interactions 

with any photographer in the “Egypt Diary,” it is likely that she would have accompanied 

Jack on this important excursion to acquire materials for her album.151 While Jack notes 

that he purchased photographs in one instance at Beato’s studio, Gardner was most likely 

the selector of these items since she alone created photographic travel albums.  Moreover, 
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150 Antonio Beato, Photograph Albums of Egypt, c.1865-1900, Special Collections of the Fine Arts Library, 
Harvard University, Cambridge, MA. 
151 Jack states that he “went to Beato photographer’s. He helped me abt. photography & I bought 12 
photos.”  While this entry suggests that Jack was partially involved in the purchase of photographs that 
eventually entered the “Egypt Diary,” I maintain that Isabella was the primary driver in the selection and 
curation of these images.  Jack discusses his own photography half a dozen times in his diary, most often to 
note his failures in the medium; he appears to have been far more occupied with his own practice than with 
the acquisition of other photographers’ works.  While he was evidently photographing throughout their tour 
of Egypt, only one small photograph of his appears in the pages of the “Egypt Diary,” and that photograph 
was not even pasted into its pages; instead, it is among the items of loose material that Isabella stuck into 
the front and back covers of the album.  I contend that his photographs were simply not up to Isabella’s 
standards for inclusion.  Moreover, the scholarship surrounding the couple’s collecting habits underscores 
Isabella’s role as the primary researcher, strategist, and purchaser of their art collection.  In summary, my 
research supports the contention that Isabella, and not Jack, set the agenda for photographic acquisition in 
Egypt.  See: John Lowell Gardner, Jr., “Travel Diary,” 1874-1875, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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as she was at this point dependent upon Jack’s income, his note merely indicates that he 

was the purchasing agent.  For the illustration of the “Egypt Diary,” Gardner chose 

photographic views of the landscape and architecture of Egypt from Beato’s series and 

exhibited a strong preference for images of the ruins at Philae, Karnak, and Edfu.  Her 

collection and arrangement of these photographic documents complement the written text 

of her narrative.  At the same time, they provide evidence of her growing interest in the 

built environment of preindustrial cultures—a fascination that would continue throughout 

her travels in England in 1879, and indeed structure her photographic choices for nearly 

all of her travel albums of Asia and Europe in the 1880s and 1890s. 

 The presence of these professionals’ work within the “Egypt Diary” confirms 

Isabella Gardner’s engagement with prominent commercial photographers and 

establishes the importance of their work in the assembling of her travel narrative.  While 

the watercolor paintings within the “Egypt Diary” register her intellectual engagement 

with the sights, it is the photographs that establish her itinerary, as these “furnish 

evidence”152 of her progress up the Nile and study of the ruins at Giza, Memphis, Philae, 

and Karnak.  The photographs in the “Egypt Diary” provide a didactic visual 

documentary of the progress of her voyage and echo essential elements of the narrative, 

while simultaneously asserting her understanding of their canonical value in the study of 

Egyptian antiquities. 

Gender, Travel, and Personal Transformation in Nineteenth Century Egypt 
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152 Susan Sontag, On Photography (New York: Picador, 1973), 5. 
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 Expeditionary travel in Egypt was synonymous with artistic production, and as an 

elite visitor to the region, Gardner conducted herself in much the same way as the male 

travelers who had preceded her.  Yet Isabella Stewart Gardner was far from being the 

only woman to pursue an extended journey through Egypt in the nineteenth century, and 

in fact had numerous consequential female predecessors in whose figurative wake she 

trailed down the Nile.  In 1842, British travel writer Mrs. G. L. Dawson Damer published 

an extraordinary first-person account of her travel and exploration along the Nile in the 

company of her husband and one other female relative.153  Dawson Damer and her 

entourage engaged a flat-bottomed boat like the one used by the Gardners for their tour 

and mentions in her travelogue that she held a letter of introduction from none other than 

Sir John Gardner Wilkinson.154  Her narrative describes visits with both scholars and 

harem dwellers in the region, as well as expeditions to a variety of archeological sites.155  

Florence Nightingale also traveled extensively within Egypt between November 1849 

and April 1850.  Gerard Vallee notes that Nightingale’s travels within Egypt “took place 

at a decisive time in her life.  It was framed, so to speak, by her searching for and finding 

a place” in the world of professional nursing.156  Vallee asserts that while she was in 

Egypt, Nightingale experienced a spiritual awakening that confirmed her call to service, 

galvanized her efforts in overcoming her family’s objections to her pursuit of public life, 
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153 Mrs. G. L. Dawson Damer, Diary of a tour in Greece, Turkey, Egypt, and the Holy Land  (London : H. 
Colburn, 1842).  There is no evidence to suggest that Gardner read this or the other primary sources 
mentioned within this section; I provide them as background for her experiences as a woman traveler in 
Egypt in the nineteenth century. 
154 Ibid 160, 168. 
155 Ibid 166-167, 189-191. 
156 Florence Nightingale, On Mysticism and Eastern Religions, ed. Gerard Vallee (Waterloo, Ont. : Wilfrid 
Laurier University Press, 2003), 117. 
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and set the course for her eventual pursuit of a career in battlefield medicine.  Marian 

Hooper Adams, the accomplished photographer who was known by the nickname 

“Clover,” traveled to Egypt and took a Nile cruise in 1873 as part of her extended 

honeymoon along the route of the Grand Tour with her husband Henry Adams.157  The 

Adams hired a dahabeah (as the Gardners would subsequently do) and followed the usual 

tour of historical sites.  Marian grew increasingly homesick and disoriented as they 

progressed downriver and appears to have experienced a brief psychological crisis related 

to her surroundings.158  While a photograph album of this part of their journey exists, it 

was created by Henry and not Marian Adams.159  Finally, and perhaps most significantly 

for comparative purposes, popular British travel writer Annie Lady Brassey composed 

seventy albums in the 1870s and 1880s of her travels with her husband and children 

throughout the Middle East.160  In these volumes Brassey collected the work of both 

professional photographers working in Egypt as well as photographs she herself had 

taken.  Brassey planned to install her albums in a museum alongside the large collection 
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157 Marian Hooper Adams’ work has enjoyed much recent attention due to an excellent and comprehensive 
exhibition at the Massachusetts Historical Society and the publication of a new biography by Natalie 
Dykstra.  Most of Adams’ work was destroyed by her husband after her suicide in 1885, but the Society has 
three albums and a number of loose prints that survived.  For further information, see: Marian Hooper 
Adams Photographic Collection, Massachusetts Historical Society, c. 1846-1885; Natalie Dykstra, Clover 
Adams: A Gilded and Heartbreaking Life (Boston: Houghton Mifflin Harcourt, 2012). 
158 Dykstra, Clover Adams, 65-67. 
159 See Henry Adams Photographic Collection, Massachusetts Historical Society, c.1866-1900.  There are 
two photographic albums in this collection related to Egypt: one from 1888, and another from 1873-4.  
Dykstra believes that Marian Hooper Adams might have assisted in the production of one photograph of 
the interior of the dahabeah in the 1873-4 album, but was otherwise uninvolved in the photography 
produced during that voyage.  Henry Adams’ apparent success in capturing the sights of Egypt makes Jack 
Gardner’s failure to do so all the more puzzling, as the two were close friends.  The Adams’ role in the 
Gardners’ decision to travel to Egypt is discussed later in this chapter. 
160 Nancy Mickelwright has written an insightful study of the Brassey albums, which are housed in the 
Huntington Library in San Marino, CA.  For further reading, see: Nancy Mickelwright, A Victorian 
Traveler in the Middle East: The Photography and Travel Writing of Annie Lady Brassey (Burlington, VT: 
Ashgate, 2003). 
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of ethnographic materials she had gathered over the course of her travels, but died before 

she was able to see the project carried out.161  Although Gardner was no more intrepid in 

her exploration of the Middle East than the women whose biographies and 

accomplishments are outlined above, the outcome of her travels was nonetheless singular 

in the context of her professional trajectory.  Unlike Dawson Damer, Nightingale, 

Adams, and even Brassey, Gardner’s activities along the Nile can be traced into her work 

to establish an institution founded through the same aesthetic strategies she practiced 

while traveling in Egypt.162  The “Egypt Diary” reveals the intentionality of these 

activities and places the album at the heart of her professional development in a site that 

had been designated as central to the formation of a worldly intellect and cosmopolitan 

aesthetic. 

 On the first page of the “Egypt Diary,” Isabella Stewart Gardner proclaims her 

wonder upon her first sighting of Cairo: 

When I went on deck on the morning of Decb. [December] 10 [1874] I 
knew that it was a dream, for never had I seen such a colour as was the 
sea. There is no word for it – and on the horizon was a low stretch of sand 
and waving Palms. I felt that it was Africa and from that moment 
everything was interest and excitement. The dragoman, Bonnici, came for 
us in a boat, but instead of being anxious to get away and ashore, we 
lingered and lingered to watch the mass of screaming, scrambling Arabs, 
men and boys, each more determined than the other to secure his prey. 
The next day we went to Cairo, where the dream only became more 
colored with Eastern glow. The people had stept out of the “Arabian 
Nights,” which were no longer tales that we had read, but were bits of real 
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161 I compare Gardner’s efforts to build her museum to that of Lady Brassey’s later in this chapter. 
162 Matter of process aside, Annie Lady Brassey died before she was able to build her museum.  Her 
husband established the Brassey Museum in the years following her death.  The exact opposite was true in 
Gardner’s case: Jack died in December of 1898, and in January of 1899 she broke ground for the museum. 
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life happening, with us looking on – and we had truly “come abroad and 
forgot ourselves.”163 

 
Gardner experiences the coast of Africa as a “dream” beyond her capacities of 

description, and “feels” Africa as something that filled her with “interest and 

excitement.”  Her consumption of the spectacle is at once immersive and self-conscious, 

as she both imagines and experiences the visions, sounds, and movements of a place she 

has already identified as Other.  In many ways, this first breathless passage in the diary 

highlights Gardner’s deployment of a predetermined set of colonial signifiers familiar to 

scholars of Orientalism, exemplified by the romantically “waving Palms,” the chaotic 

“mass of screaming, scrambling Arabs,” and the people she felt “had stept out of the 

‘Arabian Nights,’ which were no longer tales we had read, but were bits of real life 

happening, with us looking on.”164  These identifications of the landscape and society of 

Egypt conform to archetypal renderings of the Middle East as Orient: a place of both 

disorder and pleasure, in which colonized actors perform for the imperial eyes that 

“[look] on.”165  Her obvious delight at this performance is derived from her belief that this 

was “real life happening,” lending the scene an aura of authenticity so often sought for by 

Western travelers.  She is permeated by the experience, virtually lit from within by a 

dream that “only became more colored” as her fevered imagination takes hold.   
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163 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 1, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  An expanded discussion of Gardner’s interactions with the text of the Arabian 
Nights occurs later in this chapter. 
164 See Edward Said, Orientalism (New York: Pantheon Books, 1978), “Introduction.”  All quotations by 
Gardner taken from page 1 of the “Egypt Diary.” 
165 I have adopted Mary Louise Pratt’s term for the Western watchers here; see: Mary Louise Pratt, Imperial 
Eyes: Travel Writing and Transculturation (New York: Routledge, 1992). 
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 Yet what is most intriguing about this passage is the manner in which the scene at 

Cairo apparently dissolves Gardner’s sense of self: the tumult on the docks allows her to 

forget herself.  Pratt would identify the liminal space of the docks as a version of what 

she calls the “‘contact zones,’ social spaces where disparate cultures meet, clash, and 

grapple with each other.”166  Pratt’s analysis provides the means for understanding the 

dissolution of Gardner’s selfhood at the shoreline.  As Gardner interacts with her 

surroundings in the contact zone, she is simultaneously consuming and consumed by 

what she apprehends.  The spectacle at the docks renders her a woman altered, 

transformed by her meeting with the Other and ready for further metamorphosis.  

“Africa,” as Gardner understands it from her recollection of Arabian Nights and other 

Orientalist fantasies promoted by the expeditionary actors who preceded her, offers a 

dramatic narrative that diverges from her prior experiences in fundamental ways, and in 

turn serves as a kind of anti-mnemonic imperative.  With this forgetting comes the 

possibility of self-reinvention.  To understand “Africa,” and to find the language to 

describe it, Gardner suggests that she intends to assemble herself anew and will do so 

through her travel album making on the Nile. 

 As the first full-length travel album to be completed by Isabella Stewart Gardner, 

the “Egypt Diary” of 1874-1875 is the richest compendium of primary sources relevant to 

her life in this otherwise largely undocumented period.  If for no other reason, the diary 

deserves sustained examination for its survival when so many other artifacts were not 

similarly preserved.  Moreover, Gardner had the utmost respect for books and 
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166 Pratt, Imperial Eyes, 4. 



!

!

72 

manuscripts; before she began to collect art in earnest, she amassed a significant library 

of rare items, many of which are now housed in the galleries of the Isabella Stewart 

Gardner Museum.  In much the same way, the “Egypt Diary” and her other illustrated 

travel albums occupy an important role in the hierarchy of artifacts within her 

collection.167  Gardner clearly valued these self-published manuscripts as vital 

institutional documents, and the “Egypt Diary”--with evidence of her handwork 

throughout its pages--sketches in the gaps left in the archive of that institution more fully 

than any other document currently known. 

 Isabella Stewart Gardner arrived in Cairo in 1874 at a critical juncture in her 

personal life.  On October 5th of 1874, her brother David Stewart unexpectedly passed 

away of a “malignant tumor.”168 David occupied a special place in her heart.  Carter 

writes that “Mrs. Gardner talked little about her childhood and her family.  She admired 

her father, was loyal to her mother, and loved her brother David.”169  Carter writes that 

the trip to Egypt was planned in part because “she could not take any part in the season’s 

festivities at home.”170  Whether her inability to partake in the holidays was due to 

contemporary mourning practices or because of her private grief is not clear, but just two 

months later the Gardners made their transatlantic passage.  The first entry in the “Egypt 

Diary” therefore reveals a mind ready for immersion in a world away from the cares of 

mourning.  Within the “Egypt Diary,” Gardner’s efforts to “come abroad and forget 
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167 As I state in the introduction to the dissertation, Gardner archived her albums in two locations within her 
museum: the Macknight Room and the Long Gallery.  I analyze her rationale for doing so in the final 
chapter of the dissertation. 
168 Carter, Isabella Stewart Gardner and Fenway Court, 10. 
169 Carter, Isabella Stewart Gardner and Fenway Court, 10. 
170 Carter, Isabella Stewart Gardner and Fenway Court,  35. 
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[herself]”171 reveal a woman poised for a new phase, in which she might assemble an 

identity beyond her private grief, transcend her status as a monied lady traveler and 

engage the sights and people of Egypt in an intentionally editorial mode. 

Planning the Voyage and Conducting Research Along the Nile 

 Isabella Stewart Gardner’s activities as a researcher are evident throughout the 

“Egypt Diary,” and her visual and textual references to a variety of sources suggests that 

she was well-prepared for her voyage up and down the Nile River.  Mapping these 

sources illustrates not only her engagement with foundational texts for the nineteenth 

century traveler, but her interpretation and evaluation of these sources’ meaning in the 

context of her own experience.  At the same time, indexing her itinerary as it is expressed 

through the research evident in the album provides insight into the manner in which this 

specific voyage shaped her autodidactic practices for the remainder of the nineteenth 

century.172  For these reasons, a close consideration of her references throughout the 

“Egypt Diary” to published sources, her social interactions during the trip, and her 

sketching activities repositions Gardner’s research of and in Egypt not as leisure, but as 

intentional and self-directed labor. 

 Jack and Isabella Gardners’ selection of Egypt as a travel destination, and their 

decision to lease a dahabeah for private touring, might have been inspired by an initial 
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171 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 1, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
172 The itinerary in the “Egypt Diary” is not as complete as the one kept by Jack Gardner in his notes 
regarding the journey.  According to Jack, the Gardners pursued the following course up and down the Nile 
(all spellings as noted by him): in December, they traveled to Memphis and Sakara, Feshn and El Haybee, 
Tehneh and Minieh, Aboo Hounes, Tel El Amarna; in January, As Siout, Girgeh, Denderah, Luxor, Esneh; 
in February, Assouan, Wady Halfa, Aboo Simbel, Derr and Amada, Wady Saboor and Dakkek, Gerf 
Hossayn and Dendoor; in March, Kalabsheh and Beit Wellee, Philae, Assouan, Kom Ombo, Silsilis, Edfou, 
El Kab, Erment, Luxor, Abydus, Soohag, Assiout, Beni-Hassan; they arrived back in Cairo on April 2. 
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conversation with their close friends Henry and Marian Hooper Adams.  Both the Adams 

and the Gardner families had country houses in Beverly, Massachusetts, and while there 

is no record of their conversations regarding Egypt in the summer of 1874 (when Henry 

and Marian returned from their extended honeymoon along the route of the Grand Tour, 

which included a tour of the antiquities along the Nile River), it is likely that the couples 

shared some intelligence regarding the journey.173  An indication of their potential 

exchange appears within the first two pages of Henry Adams’s photographic travel album 

of their journey along the Nile, which began in December of 1873 and concluded in early 

March of 1874.174  Henry Adams photographed many parts of the voyage with great 

success, and the first two pages of his album hold pictures by him of the complete 

exterior of their dahabeah and the interior (parlor) of the same (Figure 1.18).175 Adams 

captioned the former and the latter with the name of the boat, the “Isis.”  While the 

Adams’s dragoman appears to have been named Hassan and the Gardners hired a man 

named Bonnici, these men were independent agents who contracted with others for the 

boats, staff, and travel accoutrements required by elite travelers like the Adamses and 

Gardners.  Although the Gardners did not hire precisely the same vessel, it is easy to see 

why the Adams’s would appeal to them.  The photograph of the dahabeah’s parlor 

provided by Adams reveals a relatively low-ceilinged but commodious white-paneled 
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173 I would like to credit Shana McKenna, archivist at the Isabella Stewart Gardner Museum, for making 
this important point during a conversation on November 19, 2013.   
174 Henry Adams, “Egypt and England” c.1870-1873, Henry Adams Photographic Collection, 
Massachusetts Historical Society, Boston, MA. 
175 Henry Adams, “Egypt and England,” c. 1870-1873, pages 1-2, Henry Adams Photographic Collection, 
Massachusetts Historical Society, Boston, MA. 
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interior lit by skylights from above and shuttered windows along the walls.176  Couches 

upholstered in damask line the walls and surround a covered table that reaches to the 

bottom of the picture frame.  In the center of the image Henry Adams is seated at that 

covered table and appears to be absorbed in reading.  Behind him are two large 

rectangular mirrors with softly rounded top corners, set on either side of what appears to 

be a white-paneled pocket doorway left halfway open.  Surmounting the doorway are two 

large palm fronds, which are arched above the lintel and meet in an elegant “x” at the 

center of the doorway.  While far from ostentatious, the arrangement of the parlor evokes 

the domestic comfort, privacy, and respectability that tourists like the Gardners would 

have desired for their tour. 

 Isabella Gardner’s writing in the “Egypt Diary” suggests that the interior of their 

“Ibis” was at least very similar to that of the Adamses, and other materials related to the 

preparations for the Egypt trip support this conjecture.  On December 18, she writes that 

...we were charmed.  With a few touches, the little parlour became very 
pretty and we could spread ourselves well over the boat, we were quite 
comfortable, with our separate dressing rooms, bath rooms, etc.  After 
dinner we went up to the sky parlour and there with the many Eastern 
rugs, couches, plants and awnings...it was too much.177 
 

Jack Gardner was always the pragmatist on their journeys, and in addition to his own 

travel diary saved a number of handwritten documents chronicling their preparations and 

itinerary for the Nile trip.178  These notes reveal a great deal about his role in covering the 
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176 Henry Adams, “Egypt and England,” travel album, 1873-1874, page 2, Massachusets Historical Society, 
Boston, MA. 
177 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 11, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
178 John Lowell Gardner’s travel notes for the Middle East trip were recently recovered and are in the 
process of being re-filed in the archives of the Isabella Stewart Gardner Museum. 



!

!

76 

legal aspects of their journey.  Jack saved copies of the contract drawn up between 

himself and the dragoman, Giovanni Maria Bonnici, as well as a copy of the receipt for 

Bonnici’s services, which cost the Gardners roughly two hundred and eight pounds 

sterling for the entirety of the voyage.179  Jack also drew a floor plan of the interior of the 

boat, revealing that at least four rooms held what appear to be sinks in addition to a room 

that holds both a sink and a bathroom (Figure 1.19).180  The main parlor appears to be 

about four times the size of the individual rooms, with a layout that mirrors the image in 

the Adams photograph album.  In short, both Isabella and Jack’s documentation of their 

dahabeah echo the details evident in the Adams album.  Perhaps their friends’ journeying 

provided some impetus for the Gardners’ selection of the dahabeah as a form of 

conveyance and framed their outfitting of the craft.  If nothing else, Henry Adams’s 

beautifully composed travel album, with one single and sharply printed photograph per 

page, provided an intimate view of what traveling in Egypt might promise to cultivated 

travelers like the Gardners. 

Published Sources and the “Egypt Diary” 

 Isabella Gardner’s writing in the “Egypt Diary” makes it clear that print sources 

were vital to the formation of their itinerary and her interpretations of each site.  As noted 

in an earlier section of this chapter, the Gardners carried a copy of John Murray’s 

Handbook for Travellers in Egypt, a volume that contained some copies of Sir John 

Gardner Wilkinson’s temple maps and hieroglyphic studies, throughout the course of the 
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179 John Lowell Gardner, “Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA. 
180 John Lowell Gardner, “Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA. 
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journey.181  With its pages worn and dog-eared and its red cover smudged black from 

being held in a sweaty palm, the guidebook presents clear signs of having been central to 

the Gardners’ daily routine.  While Jack signed the inside cover of the book, the 

handwritten notes in the text are Isabella’s.182  These notes suggest that she carried the 

book with her as they toured the sites outlined in the text and that they used the book as a 

source for directing their human guides as they toured the region.  In a representative 

example of this dynamic, the guidebook describes a series of tombs behind the 

Ramesseum at Thebes and notes that the tombs were numbered by Wilkinson.183  The text 

attempts to connect contemporary conditions at the site to observations made by 

Herodotus regarding the use of pigs in Egyptian agriculture, stating that “No. 14 is much 

ruined, but remarkable as being the only one in which a drove of pigs is introduced.”184 A 

disappointed Isabella writes in the margin, “Guide took us to one he called no. 14 but we 

couldn't find pigs.” (Figure 1.20)185 

 The “Egypt Diary” contains two direct references to Wilkinson’s work, and 

reveals how Gardner’s literary and artistic production was shaped by her researching of 

the visual rhetoric of professional Egyptologists.  The first appears on page 35, when 

Gardner describes a tour of some temples in the Valley of the Kings: “Then we went to 

some tombs, those of Assaseef and some of those in the hill side of Shekh Abd-el 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
181 The Gardners’ copy of this guidebook is held in the archives of the Isabella Stewart Gardner Museum.  
John Murray, Handbook for Travellers in Egypt, Including Descriptions of The Course of the Nile Through 
Egypt and Nubia, Alexandria, Cairo, The Pyramids, and Thebes, The Suez Canal, The Peninsula of Mount 
Sinai, The Oases, The Fyoom, &c.  Fourth Edition (London, UK: John Murray, Albemarle Street, 1873). 
182 Murray, Handbook for Travellers in Egypt, 170, 127 133, 134, 135, 137, 430, 436. 
183 Murray, Handbook for Travellers in Egypt, 430. 
184 Ibid. 
185 Ibid, marginalia. 
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Koorneh. The decorations were most interesting and we found the originals of many of 

Wilkinson’s illustrations.”186  The passage underscores her fascination upon viewing the 

“original” versions of sites she had seen before in print and suggests that her interest in 

these decorations was heightened by her prior research of them.  Gardner makes her 

investigative pursuits further evident in the diary by illustrating this page with two 

watercolor sketches: one of the pillars of the Ramesseum, and another of an unspecified 

decorative design apparently copied from one of the tombs she describes in the passage 

above.187  In her rendering of the Ramesseum, Gardner deftly traces the outlines of 

hieroglyphs, botanical designs, and stylized human figures across each pillar, revealing a 

careful scrutiny of the building while in the field.  The diluted blue tones of her tomb 

sketch display a similar attentiveness to detail, as well as an eye for rendering the faded 

colors of the disintegrating structures (Figure 1.21).188  In a related passage, she writes 

that the decorations at Beni Hassan were somewhat disappointing in light of the fact that 

“We were particularly interested in studying them on account of Wilkinson, whose copies 

of many had made us already old friends.”189  This description of her experience at Beni 

Hassan reveals Gardner’s intimacy with Wilkinson’s illustrations, and demonstrates the 

importance of his publications in making Egypt legible to her.190  While the archives at 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
186 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 35, Archives of the Isabella Stewart Gardner 
Museum.  The spellings used within the “Egypt Diary” appear to have been based upon her guidebook’s 
spelling. 
187 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 35, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
188 Ibid. 
189 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 87, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
190 Two pages before the above written passage, Gardner pasted in a photograph of the entrance to a temple 
set into a rocky hillside, signed “A. Beato” and captioned by her own hand: “Beni Hassan.” 
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the Isabella Stewart Gardner museum yield no record of additional published sources by 

Wilkinson in her book collection, her written and visual references in the above passages 

support the contention that Gardner had access to materials produced by him beyond 

Murray’s Handbook--if for no other reason but that the references to all of the sites in the 

above passages do not correspond to any illustrations in the Handbook. 

 The written text of the “Egypt Diary” cites two other key sources that provided an 

intellectual framework for Isabella Stewart Gardner’s experiences in Egypt: the Bible and 

the 1001 Arabian Nights.  Both of these were foundational texts for Western travelers in 

the Middle East.  As Kathleen Howe notes of expeditionary photography in the Holy 

Land (to which Egypt was considered a gateway in the nineteenth century), “...the 

land...was more than a place to be added to the Empire; it was a territory of belief, and an 

arena for intellectual inquiry.”191  The Bible was seen as a primary source for those who 

sought a spiritual journey in Egypt, as many Westerners believed that the land and people 

had remained unchanged throughout the centuries and thus could deliver an “authentic” 

experience in the sites of the ancient stories.  Gardner refers to the Bible in the first entry 

to the “Egypt Diary,” stating that “...it would startle one (anywhere but in a dream) to see 

the Blessed Virgin and the child Jesus on the ass, Joseph leading it, as they pass, on their 

flight.”192  In another passage, she describes a Coptic guide as “a venerable Abraham of a 

Patriarch,”193 and still later in the journey watches families along the Nile “beginning the 
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191 Kathleen Stewart Howe, Revealing the Holy Land: the Photographic Exploration of Palestine (Berkeley, 
CA: Santa Barbara Museum of Art, 1997), 44. 
192 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, 3, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
193 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, 43, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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harvesting, women and children gleaning, like the Bible.”194  References to the Arabian 

Nights are similarly direct throughout the diary.  On the same page as her reference to the 

Biblical gleaners above, Gardner states that a series of desert hills make her certain that 

“Sinbad’s scene of adventure must have been hereabouts.”195  As noted in an earlier 

passage, Gardner describes her first experiences in Cairo through the lens of her reading 

of the Arabian Nights, stating that “The people had stept out of the ‘Arabian Nights,’ 

which were no longer tales that we had read, but were bits of real life happening.”196  

Paula Sanders suggests that we might read Gardner’s words quite literally:  

[Arabian Nights translator Edward William Lane’s] view of the Nights as 
an ethnographic text was shared by many travelers who had begun to flood 
the East in the nineteenth century, their travel eased over the course of the 
century by Thomas Cook and the steamship.  They were convinced that 
the Nights provided them with the raw material for understanding oriental 
societies, which they assumed all shared common features and had 
remained unchanged for centuries.  The Arabian Nights was considered 
essential reading for travelers to Egypt in particular and to the East in 
general.197 

  
The “real life” which Gardner observed in Cairo and continued to seek out over the 

course of her voyage up the Nile was therefore critical to her research strategies and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
194 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, 76, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  The relationship between Gardner’s photographic selections and these literary and 
historical sources is not explicit; none of the photographs in her “Egypt Diary” appear to illustrate specific 
scenes from the 1001 Nights or the Bible.  However, the photographs produced by Beato, Frith, and Sebah 
were undoubtedly responses to these and other historical and literary sources from the nineteenth century.  
In particular, Frith sought to present himself as a fellow expert within an emerging group of Egyptologists.  
As Douglas Nickel points out, “In historical terms, Frith was a relatively late arrival to the region…Frith 
knowingly formulated his published photographic works to incorporate, comment on, and participate in the 
field of study that such titles [by Gardner Wilkinson and others] collectively constitute—a field scholars 
referred to generically at the time as Orientalism—and, more importantly, he internalized the underlying 
prejudices around which that field was organized.  So it is first within the framework of Orientalism that 
Frith’s venture needs to be analyzed.”  See Nickel, Francis Frith in Egypt and Palestine, 141. 
195 Nickel, Francis Frith in Egypt and Palestine, 76. 
196 Nickel, Francis Frith in Egypt and Palestine, 1. 
197 Paula Sanders, Creating Medieval Cairo: Empire, Religion, and Architectural Preservation in 
Nineteenth Century Egypt (Cairo, Egypt: American University in Cairo Press, 2008), 102. 
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compelled her ethnographic considerations.  While Gardner’s travels were not conducted 

by steamship and through the mass tourism promoted by Cook’s Tours, but instead by 

private arrangements and conveyances, the initial frameworks for her experiences were 

not altogether different from those of the package tourists.198  At the same time, in renting 

the dahabeah and engaging the services of a host of native guides and sailors, Gardner 

spent her days in close personal contact with Egyptian people, instead of remaining 

cosseted within an enclave of fellow Westerners.  In doing so she experienced the 

excitement of “discovering” contemporary Egyptian life, in a manner that Derek Gregory 

describes herein: “...the Arabian Nights made it possible to peer into the lifeworlds of 

ordinary people, to turn their domestic lives and their material culture into exhibits, and 

thereby to glimpse the marvelous in the mundane.”199  Gardner’s prior readings of the 

1001 Arabian Nights and the Bible therefore prepared her to view the cultural landscape 

as a series of improving revelations into the history of the region.  As Gardner immersed 

herself in the lives of the Egyptian people, she interpreted their actions through her 

critical readings of both 1001 Arabian Nights and the Bible, and used the “Egypt Diary” 

to record both her observations and verifications of those germinal texts in the field.  At 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
198 It is important to explain the class differences in Nile travel.  The Gardners traveled by private means 
and followed the recommendations of John Murray’s guide as well as the example of the many well-heeled 
travelers who preceded them.  While Thomas Cook’s tours made Egypt a luxury destination—and his 
steamships ensured that those on his tours would experience great comfort and elegance—travel by 
dahabeah remained the most elite and expensive form of travel.  This is not to suggest that travelers by 
dahabeah did not socialize with those on Cook’s Tours.  In fact, Gardner writes of her friend “Miss 
Crawford” taking one of Cook’s steamers and even spots her on the deck of the ship as it passes them one 
day (Gardner, “Egypt Diary,” 31).  However, Gardner also makes very clear that she prefers the privacy of 
their boat and resents it when she feels herself surrounded by mere tourists. 
199 Derek Gregory, “Performing Cairo: Orientalism and the City of the Arabian Nights,” in Nezar 
AlSayyad, Irene Bierman, and Nasser Rabat, eds., Making Cairo Medieval (Lanham, MD: Lexington 
Books, 2005), 84. 
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the same time, she used the “Egypt Diary” to demonstrate her evolving didacticism and 

to assemble an imperial subjectivity in relation to the people whom she studied. 

Social Research 

 Social interactions are integral to the narrative within the “Egypt Diary” and 

demonstrate Isabella Stewart Gardner’s ongoing participation in transatlantic social 

networks.  Throughout the diary, Gardner records her meetings with numerous European 

and American acquaintances—from aristocrats to spinster travelers to missionaries—who 

are also traveling at the time of her voyage.  These social engagements shaped the course 

of her travel and enriched her knowledge of the cultural landscape.  In a representative 

passage from January 22, 1875, she writes that the crew of the “Ibis” called to her early 

that morning to say that another dahabeah, the “‘Rachel’ was coming, so we hurried on 

deck and had a yell with Tom Appleton.  I was really disappointed not to have met him at 

some stopping place, to hear his experiences.”  Thomas Gold Appleton was an 

acquaintance of the Gardners’ from Boston and as a patron of the arts and public 

education was a model for the kind of civic engagement that Isabella Gardner sought for 

herself.200  It is therefore not surprising that she should be disappointed in failing to meet 

with him along the voyage, as the diary makes clear that her interactions with fellow 

travelers often shaped their journey for the better.  Multiple references to Euro-American 

names abound in the “Egypt Diary,” punctuating the text with Gardner’s connections and 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
200 Thomas Gold Appleton’s biography deserves more than a footnote, as he was a fascinating and multi-
faceted person who contributed a great deal to the arts and civic life in Boston.  He was a Harvard graduate 
who practiced the law and was friend to Oliver Wendell Holmes as well as Henry Wadsworth Longfellow, 
who eventually became his brother-in-law.  Appleton was a trustee of both the Boston Public Library and 
the Museum of Fine Arts and was dedicated to public education through the arts.  After his journey in 
Egypt, Appleton published an account of his travels titled A Nile Journal (Boston, MA: Roberts Brother, 
1876). 
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capacities in networking.  On January 28, 1875, she writes of meeting General McClellan 

and his wife Nelly, “who were in raptures about the Nile.”201  A month later, she writes 

that they followed “the McClellans’ advice (which was of the best) [and] went to 

Abouseer by boat, instead of by donkey back.”202 A series of encounters with a “learned 

Englishman”203 named Mr. Forster culminates in a fortuitous meeting on January 27, 

1875 in which he assists Gardner in her study of Egyptian antiquities: “An English boat 

had arrived in the night and it proved to be our Mr. Forster’s, who came the first thing in 

the morning, to visit us and asked us for dinner that day so that he and I might put our 

heads together over hieroglyphs.”204 While she chose not to include evidence of these 

studies in the “Egypt Diary,” Gardner nonetheless kept a folded sheet of paper in the 

loose ephemera associated with the diary that reveals the fruit of these studies, which 

shows her effort to draw a series of hieroglyphs next to their phonetic correlations (Figure 

1.22).205 In this last instance, the ways in which her friendships in Egypt enriched her 

learning is clear, and the interlude with Forster anticipates the ways in which Gardner 

would court relationships with intellectually and professionally accomplished men (and 

eventually women) throughout the remainder of her life. 
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201 Isabella Stewart Gardner, “Egypt Diary,” 51, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.  It would appear that this is a reference to General George Brinton McClellan, a major general in the 
American Civil War who became governor of New Jersey in 1878.  He and his wife Ellen were traveling in 
Europe between 1873 and 1875. 
202 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 65, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
203 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 3, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
204 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 49, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  I have not been successful in determining the identity of Mr. Forster. 
205 Isabella Stewart Gardner, loose ephemera associated with the “Egypt Diary,” c.1874-5, archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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 While the “Egypt Diary” reveals the ways in which Gardner used her networks to 

shape her autodidactic processes, it also reveals her evolving social consciousness--a 

critical element in the development of a mind that would one day found a major civic 

institution.  Gardner writes in the diary of a visit to the “Mission of the United 

Presbyterian Church of North America” at Assiout.206  In one of the longest descriptions 

of a place in the entire “Egypt Diary,” she writes that 

There seems to be quite a colony of workers.  The four or five 
missionaries have their families and besides, there are some young women 
who teach and a Dr. Johnston, a very well-seeming man with a bright, 
pleasant face and evidently immensely pleased in his work.  Being a 
physician, he does much good in different ways.  The Mission house is 
just like another Arab house, except that it is clean and it was quite 
refreshing to see the little parlour, with its bookcases, melodion, and other 
evidences of civilization. We went through the schools, they are 
principally for boarders, although they have some day scholars. In one of 
the rooms of the boys department, a bell was rung and all the classes 
assembled and sang (in Arabic) “there is a happy land, far, far away” – 
one of the hymns the dear boys sing those Beverly Sundays. It quite 
startled and affected me. The pupils are quite advanced, I believe, in 
Geography, Arithmetic, Natural History, etc., and some learn English. In 
this country of woman’s intellectual depravity it was good to see the 
young girls who could read and write. 

 
Gardner’s admiration for the missionaries and the educational offerings they brought to a 

land that she regarded as “uncivilized” is evident throughout this passage, as is her 

opinion of women’s opportunities in Egypt.  Her condemnation of “woman’s intellectual 

depravity” in the diary stands in stark contrast to the actions she has performed 

throughout her album making, and asserts her comparative agency and authority.  In this 

way, her experiences along the journey stirred her sense of social justice, and her writing 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
206 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 81, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
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in the diary places her emotional and intellectual alliance with the missionaries in view.  

The impact of the school upon its students is obviously moving to her and reveals her 

profound respect for those who commit their lives to the service of others.  These 

revelations within the “Egypt Diary” complicate the image of Isabella Gardner as a 

socialite mainly preoccupied with her own gratification and present a new way of 

regarding the woman who dreamed of building a house in which people besides herself 

might learn from and enjoy works of art.207 

 The diary also places her voyeurism of indigenous Egyptians in full view.  

Gardner interacts with a range of people in the social hierarchy of the Egyptian state, and 

uses her diary not only to demonstrate her abilities in socializing with them but to build a 

series of colorful vignettes in which they might be viewed by her album’s future readers.  

These stories of “donkey boys,” Sheikhs, consuls, and the women who toil in their midst 

operate like miniature exhibits of Egyptian life of which she is both creator and curator, 

and serve to augment the visual elements of the diary.  Within days of her arrival in 

Cairo, Gardner travels with her “English spinster friend” (who remains unnamed) 

...to see the wife of Hassan, and her donkey boy, aged 19.  It was very 
interesting to see how that class really lived ‘in my house’ as Hassan 
called the one room, which only had a window looking on a court to 
lighten it and even that was barred.  There was the usual deewan covered 
with a fine Turkish rug.  We curled ourselves up on it and I made the wife 
squat by my side and I admired her very pretty face, her clothes and her 
jewelry at my leisure.  This donkey boy’s wife wore gold necklaces and 
bracelets, the like of which I had found much too dear to buy.  Below us 
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207 Gardner kept files of news clippings regarding her social activities and the building of her museum. 
“News Clippings File,” Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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on the other side of the room, lived their two pigeons and one hen, which 
laid an egg every day.208 

 
Gardner adopts an authoritative tone in this passage, signaled by her phrasing of the 

“class” of people she sought to observe.  Her noting of the “deewan” as something 

“usual” to the home asserts her knowledge of traditional Egyptian domestic life, while 

her observation that the hen “laid an egg every day” denotes her attention to the 

particulars of the moment.  Gardner takes pains to describe the wife’s subservience to 

her, and shows her magnanimity in admiring the jewelry that the wife wears by modestly 

(if inaccurately) claiming that it was too expensive for herself to acquire.  Throughout 

this initial story of her first-hand interaction with an Egyptian couple, Gardner constructs 

an identity for herself that is capable of maintaining a critical distance even as she 

maintains what she feels is socially acceptable contact.  The transaction between herself 

and the couple across the contact zone is undoubtedly mutually beneficial: Hassan will 

work on her tour as the donkey wrangler, and it is likely that she left a monetary gift to 

the couple as thanks for her visit.  Yet in this moment in the “Egypt Diary,” Gardner 

forges a pattern of exchange with indigenous Egyptians that persists throughout the rest 

of the travel narrative, in which she is at once the dominant power and the enlightened 

recorder of each social interaction. 

 Several other interactions with Egyptian men and women demonstrate the 

perquisites of the imperial subjectivity that Gardner adopts early in the diary.  On January 

5, 1875, Gardner writes of walking through the town of Mahala, where she meets “a great 
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208 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 7-9, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Swell, all in white, except an under dress of striped satin. His turban was white 

embroidered. He took us under his wing and walked us over to the Sheikh’s new 

house...More and more swells were continually gathering around us. Seats were procured 

for us and the Sheikh was sent for.”209 Gardner goes on to describe an elaborate ritual in 

which slaves serve her and the rest of the company--about “25 swells” in all--sherbet and 

then march her in a “procession, with guns, spikes, battle axes, and poles” back to the 

“Ibis.”210 In this encounter, Gardner is apparently privileged not only as a Westerner, but 

by the access she is granted to an otherwise all-male social event, replete with militaristic 

signifiers.  Like the warrior-queen of a Biblical tale, she leads her hosts to the ship 

beneath their swords, and declares her victory by entertaining them all—the Sheikh 

included—with coffee and plum cake on the deck.211 Later in the diary, on February 16, 

1875, Gardner notes that the “crew had a fine row with the crew of the Zingara and I was 

obliged to take away their weapons with my own hands.”212 Her narration in both of the 

above encounters demonstrates her empowerment in the context of colonized actors, 

whose elaborately antiquated rituals and fiery tempers are mediated by her authoritative 

presence.  Yet it is ultimately her exchange with a woman living at Wadi Sabua that 

encapsulates the rewards of the identity that Gardner forged on the course of her journey.  

She writes that the entrance to the temple there, “with a Propylon and a dromos of 
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209 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 9, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
210 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 27, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
211 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 29, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
212 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 61, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
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Androsphinxes,” was “much in ruins” and made impassable by drifts of sand.213  Instead, 

she “made my visit to a Nubian lady and rambled through her house.  In the storeroom 

were some bottle gourds.  Owing to combined purchases I became the possessor of four 

chasne icons and we set about making a house for them.”214 This vignette operates on 

several registers for readers of Gardner’s diary.  It demonstrates her acquisition of the 

vocabulary for describing the architectural particularities of the temple site, and her 

knowledgeable evaluation of the site’s conditions.  It asserts her dominion over the home 

of an indigenous Egyptian woman, in which she is free to “ramble” about and apparently 

to catalogue the contents of her storeroom for purchases.  Finally, it demonstrates her 

consumption of the antiquarian souvenirs the woman provides, and catches Gardner in 

the act of creating a shelter for them.  Her entitlement to all of these is manifest 

throughout the anecdote, and reveals a level of determination that is at once self-aware 

and completely unapologetic as she collects evidence of her research in the field. 

Sketching as Research 

 Of all of the strategies of research pursued by Isabella Gardner over the course of 

her months in Egypt, perhaps none was so vital to the process of her learning as her 

sketching.  Gardner was trained in the art of drawing from at least her early teenage 

years, and maintained an apparently stringent standard for her work; one early landscape 

study in a sketchbook dating from the 1850s is captioned in the top left corner with the 
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213 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 68, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
214 Ibid. 
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words “This is done very badly.”215 The drawings in this sketchbook appear to have been 

created as a part of a self-guided course of study, taught through a series of instructional 

cards aimed at teaching the at-home artist the basics of composition, perspective, and 

modeling (Figure 1.23).216  Based on the quality of her paintings in the “Egypt Diary,” 

Gardner continued to cultivate her talents in drawing and painting in the years after these 

initial efforts.  Gardner put her skills to work in the pages of the “Egypt Diary” to 

produce thirty-three individual drawings and paintings depicting the landscape and 

architecture, of which fourteen were studies of the ornamentation pertaining to specific 

buildings or archeological sites.217   

 While the basics of drawing and painting were a typical part of a wealthy young 

person’s education in the nineteenth century and sketching was a common activity for 

travelers across the globe in the same era, it should not be dismissed as an 

inconsequential hobby within the context of Egyptian studies.  As Thompson observes 

about the work of Edward William Lane, the aforementioned translator of the Arabian 

Nights, “Lane’s research was based on personal observation,” and goes on to quote Lane 

describing his artistic production in the field: 

As I felt, even before I commenced my travels, that there was a probability 
of my publishing the observations that I might make; I purposed to 
execute a series of sketches of all the most remarkable objects that I might 
see; well convinced that a drawing, in many cases, is worth many pages of 
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215 Isabella Stewart Gardner, sketchbook of pencil drawings, instructional cards, 1853, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
216 Ibid. 
217 In counting these drawings, I do not include two pencil drawings on pages 60 and 62 of the “Egypt 
Diary” that the archivists have determined were created by Jack Gardner.  Isabella Stewart Gardner’s other 
nineteen watercolor sketches are of the landscape and architecture. 
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description; & to ensure the utmost accuracy in these, I determined to 
make use of the Camera Lucida.218  

 
In this instance, Lane connects the practice of drawing to both his professional 

development and his ability to perceive the “reality” of his surroundings, framed with the 

assistance of the viewing device known as the camera lucida.  Furthermore, he suggests 

that drawing provided a kind of shorthand for his study of the Egyptian people, one that 

would be “worth many pages of description”—presumably because it encapsulated the 

essence of his written narrative and could punctuate the text with visual evidence of his 

assertions.  These impulses were shared by fellow travelers in Egypt throughout the 

nineteenth century.  Mrs. G.L. Dawson Damer writes of taking a sketchbook into a harem 

and drawing portraits of the women there, as well as using the same book to show the 

harem dwellers landscape drawings that she and her fellow female companions had 

created along the course of their journey.219  Gardner’s friend Thomas Appleton, who 

published his Egyptian travel diary in 1876, notes numerous instances in which he and 

his companion Eugenio sketched the ruins and people that they encountered.220  In short, 

drawing was a social, observational, and didactic practice for educated travelers in Egypt, 

and was at the heart of the professional strategies pursued by those who published their 

work. 

 Gardner did not publish the “Egypt Diary,” and nothing about the album’s 

relatively informal assembly suggests that she intended to do so.  At the same time, she 
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218 Thompson, “Edward William Lane in Egypt,” 247. 
219 G. L. Dawson Damer, Diary of a Tour in Greece, Turkey, Egypt, and the Holy Land (London, UK: H. 
Colburn, 1842), 205. 
220 Thomas Gold Appleton, A Nile Journal (Boston, MA: Roberts Brother, 1876); see 14, 42, 52, 63, 105, 
199, 219, 224, 276. This book is illustrated with a number of engravings of people and sights in Egypt. 
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used the album form to document her activities in a way that closely mimicked the 

strategies of those with public intentions for their work, and in doing so practiced skills 

that might best be described as “proto-professional” when placed in the context of her 

eventual career in public life.  In other words, while her album was private, the processes 

it uncovers reveal the intellectual seriousness with which its creator conducted herself.   

 Several of Gardner’s sketches bear closer examination in order to understand the 

work that her artistic production performed in the construction of the album. The 

drawings and watercolor sketches in the “Egypt Diary” fall into two main types, which 

may be classified roughly as “river and landscape studies” and “architectural and 

ornamental studies.”  The paintings and drawings throughout the diary are interspersed 

with the written text, and most of the watercolors have been placed into the pages of the 

diary by cutting slits into the page and inserting the corners of the paintings into them, 

although a few appear to have been pasted in or are drawn directly onto the page.  This 

indicates that Gardner did not take the “Egypt Diary” with her into the field, but instead 

took another sketchpad and later selected the drawings that she wished to include.  What 

attracted her attention?  First and foremost, Gardner was drawn to the vision of the 

dahabeahs and cangias (smaller sailboats) that winged their way up the Nile River.  Of 

the first several sketches within the diary, the triangular sails of each type of boat appear 

to float above the surface of the sepia-colored river water, their tips arching this way and 

that to lead the viewer’s eye towards cloud-dappled, blue skies (Figure 1.24).221  Gardner 

was fascinated by the botanical life in Egypt, and dedicates an entire sketch to the 
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221 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, pages 13 and 17, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.   
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rendering of an enormous and multiply-plumed palm tree, its dark green fronds reaching 

past the edges of the paper, the roughly-stepped brown trunk fairly towering over a series 

of purplish hills lying at the very bottom edge of the sketch (Figure 1.25).222  Her 

renderings of the forbidding cliffs at a site she calls “Gebel Shaylehsaid” and near the 

caves of Tell el-Amarna show the severity and monochromatic hues of the brown desert 

landscape and sun-washed blue skies, while the moonlit mountains of the river en route 

to Esuch--their crests painted in soft violet beneath a twilight sky edged with gold--show 

the sublime possibilities of the same (Figure 1.26).223  

Although Cook’s steamers were present on the river in the text of the diary, 

Gardner never chooses to paint them, or anything else that might interrupt the romantic 

fantasy of a formidable, gorgeous, and exotic land unchanged throughout the centuries.224  

Moreover, these and other landscape studies in the diary offer a view of Egypt that seeks 

to separate itself from the very idea of mass tourism in its depopulation, and asserts 

Gardner as the sole observer of the landscape.  This position privileges her above the 

fray, and makes the experience of reading the diary remarkably intimate, while also 

making plain that the experiences she had were “of the best”--authentic in their isolation, 

remarkable in their singularity.  Gardner’s creative positioning was intentional, as she 

herself admits on February 23, 1875 that “I was very glad we had got there so early, for I 
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222 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 21, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
223 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, pages 23, 25, 41, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.   
224 Lawrence Berman notes a similar tendency to avoid the depiction of modern Cairo in the album, saying 
that she preferred “an Arabian Nights’ vision, all domes and minarets…Egypt of the pharaohs beckons.” 
See Berman, “Aboard the Ibis,” in Murai and Chong, Inventing Asia, 67. 
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do hate to be in interesting places with a crowd of people.”225  Her elitism was integral to 

her artistic practices in the field, and the text of the “Egypt Diary” illuminates the extent 

to which Gardner assumed an attitude of intellectual and aesthetic superiority. 

 Gardner further cultivates her identity as a knowledgeable actor through her 

rendering of architectural and ornamental studies in the “Egypt Diary.”  These sketches 

display the same attention to detail that is in evidence in her written ethnographic studies 

of indigenous Egyptians throughout the text, and also demonstrate her ongoing efforts to 

synthesize her learning from print sources and render them her own.  In one of the most 

accomplished architectural studies in the diary, Gardner draws the columns of the 

Ramesseum from the perspective of the left-hand side of the site, placing herself hard by 

the column immediately to the left of the frame (Figure 1.21).226 The columns stretch into 

the right-hand distance, their capitals decorated with the stylized, greenish blossoms of 

the lotus flower, while the length of the columns are sketched--apparently in watercolor 

paint, by freehand--with the outlines of hieroglyphs and bas-relief human figures.  The 

sketch demonstrates not only her first-hand viewing of the site, but her appreciation for 

them as historical objects; as she states in the written text alongside the image, “The sun 

was setting, but we turned from our road to visit the Colossi (one of them the vocal 

Memnon) and rested while we looked at these quiet patient watchers, who have sat for so 

long on the plains.”227  When Gardner arrives at Karnak on March 10, 1875, she studies 
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225 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 24, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
226 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 34, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
227 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 35, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
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the details of the temples there with great assiduity, and writes two days later that “there 

is nothing like it.”228  This assertion is warranted by her artistic production in the “Egypt 

Diary,” especially as the site inspires her to use her drawing to highlight aspects of the 

site that she felt were most significant.  In the only instance in which she includes her 

drawing on the same page as a photograph, Gardner draws four floral mounds copied 

from an unspecified architectural fragment at Karnak, in a manner that calls to mind 

Owen Jones’ The Grammar of Ornament (Figure 1.27).229  She includes these studies 

above an unattributed photograph of the “Avenue of the Sphynxes” at Karnak, 

augmenting the view that the photograph documents with a close-range shot of its 

decorative splendor, rendered by her own hand.  As Lane used his sketching as a kind of 

shorthand for his intended readers, Gardner shows that there is “nothing like” Karnak by 

placing evidence to that effect in the body of her written text. 

 One significant distinction should be made in a critical analysis of Isabella 

Stewart Gardner’s drawing and painting within the “Egypt Diary”: unlike Lane, Dawson 

Damer, and her friend Tom Appleton, Gardner almost completely avoids sketching 

Egyptian people.  In the entire diary, there are but three sketches that contain human 

figures, and in each case the staffage are depicted with features barely recognizable as 
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228 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 78, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
229 The British architect Owen Jones’s design sourcebook The Grammar of Ornament (London, UK: Day 
and Son, 1856) was a major touchstone of architectural ornamentation and design in the second half of the 
nineteenth century.  There is no record of Gardner owning this book, but because it was a widely used and 
known text its influence permeated the consciousness of those who were interested in aesthetic theory in 
the Gilded Age. 
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human (Figure 1.28).230  Perhaps Gardner was not interested in creating portraits of the 

Egyptians that she met, or maybe she was simply incapable of doing so to her liking.  It 

seems more likely that she sought to frame her understanding of Egypt as a site of eternal 

antiquity, as fixed in time and as flattened for her consumption as the drawing cards from 

which she learned to draw in her youth.  Seen in this way, the watercolors in the “Egypt 

Diary” emerge as an extension of the didactic practices of her early education.  Ranged 

like so many lessons from which she was to glean knowledge critical to the education of 

a cosmopolitan actor in the Gilded Age, Egypt as depicted in Gardner’s diary is rendered 

a space that she has surveyed and categorized with the trained eye of a learned 

connoisseur. 

Photographic Collection and Assembly in the “Egypt Diary” 

 Collecting was at the heart of Isabella Stewart Gardner’s professional strategies, 

and while her autograph and “Northern Europe” albums reveal a nascent propensity 

towards connoisseurship, it was her trip to Egypt and her actions in creating the “Egypt 

Diary” that catalyzed her efforts and illuminated the path for her eventual career 

trajectory.  While the origins of photograph albums are often traced to the 

Wunderkammers and memory palaces that so fascinated their nineteenth century makers, 

the “Egypt Diary” offers another way to regard photographic compendia: as documents 
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230 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, pages 17, 29, 58, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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that assembled a vision of their creators’ potential futures.231  Seen in this way, the 

“Egypt Diary” is a document that marks the inception of Gardner’s professional coming 

of age, and holds the patterns of behavior that would prove integral to her actions as an 

art collector in the decades after her Egyptian voyage. 

 Gardner selected photographs for the “Egypt Diary” that would underscore 

elements of her written text in a documentary fashion and provide picturesque views of 

the people, ruins, and monuments that she studied.  At the same time, they provide 

insight into the ways in which photography framed her expectations of the place in which 

she traveled.  Because the photographs that she chose correspond to the itinerary as it 

appears in the “Egypt Diary,” the photographs provide visual reference points for her 

descriptions of her experiences as they are recorded.  As was the case with her drawing 

and painting, Gardner preferred images of the landscape, architecture, and antique 

ornamentation over ethnographic photography; of the twenty-four photographs pasted 

into the diary, nineteen are views of antique architecture in situ.  However, she begins the 

“Egypt Diary” with the only five images that contain people in them.232 Four of the 

images are unsigned, relatively small, and have uneven edges that suggest they were 

trimmed with scissors by hand (Figure 1.29).233 These photographs depict a range of 

ethnographic “types” that were popular in the tourist market, and might have been sold as 
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231 For more on the nineteenth century photograph album as discussed in the above, see Geoffrey Batchen, 
Forget Me Not: Photography and Remembrance (New York, NY: Princeton Architectural Press, 2004); 
Elizabeth Edwards and Janice Hart, eds., Photographs Objects Histories: On the materiality of images 
(New York, NY: Routledge, 2004); Elizabeth Siegel, Galleries of Friendship and Fame: A History of 
Nineteenth-Century American Photograph Albums (New Haven, CT: Yale University Press, 2010). 
232 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, pages 3, 5, 7, 9, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
233 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, pages 3, 7, 9, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.   
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a single sheet to Gardner.234  All five of the ethnographic photographs are placed within 

the context of her writing at Cairo, where she connects her encounters with the Egyptian 

people to her reading of the Arabian Nights.235  Their placement within the narrative as it 

is written suggests that she saw these photographs as verifications of her description, 

while at the same time providing a kind of specificity and immediacy to her text.  The 

first image, of a dark-skinned man carrying a slender staff and wearing a turban, 

embroidered vest, and white pantaloons, evokes her description of the “graceful languor” 

and “perfect postures” she sees in the men at the docks (Figure 1.29).236 The young man 

standing next to a donkey in the third photograph in this series reminds the viewer of her 

description of Hassan, the “donkey boy” whose house she visited.  Water carrying is the 

theme of the remaining three images: in the largest picture in this series, produced and 

signed by Sebah, several women stand by a pool of water before the Pyramids at Giza 

(Figure 1.30), while in the other two, smaller and unsigned images, a lone woman with 

her head covered holds two vessels, and two men pose before a leafy wall with two large 

vessels meant to be carried on their backs.237  The image of these people remained with 

Gardner as she traversed the Nile, as she mentions on December 21, 1874, that Memphis 
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234 The first four photographs of people to appear in Gardner’s diary do not have any distinguishing 
photographer’s marks but appear to have been purchased as a group, as they depict a series of similarly 
sized and thematically linked as “street types”—two water carriers, a “donkey boy,” and a man wearing an 
Orientalist costume.  These photographs bear a strong similarity to other thematically related ethnographic 
portraits composed by the photographic firm of the Abdullah Frères in the late nineteenth century.  For 
further reading on the Abdullah Frères, see: Engin Özendes, Abdullah Frères: Ottoman Court 
Photographers (Istanbul: Yapi Kredi, 1998); Ali Behdad and Luke Gartlan, ed., Photography’s 
Orientalism: New Essays on Colonial Representation (Los Angeles, CA: Getty Research Institute, 2013). 
235 See my discussion on 30-32 and 39-41 of this chapter. 
236 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 1, Archives of the Isabella Stewart Gardner 
Museum.   
237 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, pages 5, 7, 9, Archives of the Isabella Stewart 
Gardner Museum. 
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was made all the more beautiful to her because of “the graceful women coming and going 

with the water jars on their heads [making] the picture perfect.”238  Water carrying 

remains a motif throughout the course of the diary, and perhaps because she acquired and 

included these ethnographic studies so early in her diary, they appear to have shaped her 

viewing practices while in the field.  As a meticulous observer of the visual culture that 

surrounded her in Egypt, Gardner came to “see” that which she was directed to observe, 

per the offerings of the photographic studios that she patronized in Cairo.239  In this way, 

the ethnographic portraiture and the written narrative in the “Egypt Diary” provide 

mutually constitutive cultural constructions of what “authentic” Egyptian people looked 

like. 

 As an earlier section of this chapter notes, half of the photographs that Gardner 

included in the diary came from the firm of Antonio Beato.  Gardner’s selections from 

Beato’s series reveal a strong preference for images documenting canonical sites along 

the Nile, as specified in the travel literature that she consumed, and the “Egypt Diary” 

contains a dozen ideally composed views of the architecture at Dendera, Thebes, Philae, 

Kom Ombo, Edfu, Karnak, and Beni Hassan.  These choices are illuminated by 

comparing them to the broader representation of the photographer’s oeuvre found in the 

albums produced by the studio of Antonio Beato housed in the Fine Arts Library at 

Harvard University.240  These four albums are believed to have been used by the studio as 
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238 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 15, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
239 John Lowell Gardner, Jr., “Diary of Egypt, the Holy Land, Greece, and Turkey, 1874-1875,” entry dated 
January 15, 1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
240 Antonio Beato, Photographic albums of Egypt (4), c.1865-1900, Special Collections of the Fine Arts 
Library, Harvard University, Cambridge, MA. 
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examples of both the photographic works they produced and as samples of albums that 

could be fabricated for consumers seeking to outsource their album making.241  As the 

subtitles for these albums suggest, each album provides a range of landscape views and 

closer-range shots of the iconic antiquities found at each archeological site (Figure 1.31).  

By providing a range of choices to document these places, the Beato studio afforded the 

consumer a semblance of agency, and in this way Gardner was no more original in her 

connoisseurship than any other customer of the studio.  However, the commonalities 

between her photographic selections suggest the awakening of her interest in the design 

and preservation of ancient Egyptian monuments, and by extension signal a shift in her 

collecting practices from the ethnographic images of her Northern Europe album to the 

architectural and landscape studies of the “Egypt Diary.” 

 A direct comparison of the photographs of specific sites in the Beato albums at 

Harvard to those in the “Egypt Diary” strongly suggests that the latter drew from a 

different corpus of views by the firm.  For example, a photograph of a temple at Philae on 

page fifty of the “Egypt Diary” shows several dissimilarities to the Harvard images of the 
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241 The accession information for the Beato albums at Harvard states: “Given the extensive and systematic 
documenting of sites exhibited by these volumes and their careful, sequential numbering, the photograph 
department at Christie’s London conjectured that they may have been reference volumes employed by the 
studio itself, important given the absence of numbering in the negative that characterizes Beato’s 
oeuvre…Taking into account the numbers of negatives that must have existed for small and extra-large 
format photos, this represents a significant proportion of his total available oeuvre at the time of his death, 
which tends to support the notion that this may represent the full range of available images at a particular 
time in this format for these sites.  Only careful comparison with those in the Harvard Semitic Museum 
Photographic Archives’ Core Collection and other places in our collection will confirm or disconfirm this 
idea.”  See: Finding aid, “Beato: Photograph Albums of Egypt,” Special Collections of the Fine Arts 
Library, Harvard University, Cambridge, MA. 
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same (Figure 1.31, Figure 1.32).242  Not only is the photograph within Gardner’s album of 

a much better print quality—it is a matte photograph and the tonal qualities are richer—

but the appearance and angle of the shadows within the temple differ from those in the 

Harvard album.  In a photograph of the obelisks at Karnak that appears within the 

Harvard album series, the tiny human figure at the base of the obelisk to the left is 

different from the staffage that appears in a photograph of the same in the “Egypt Diary” 

(Figure 1.33, Figure 1.34).243  Even when one accounts for potential differences in the 

cropping of these images, the variances in clarity and exposure are too distinct to suggest 

that they were printed from the same negatives.  Nonetheless, the Harvard series provides 

a pictorial record of the firm’s efforts to document these sites.  Although the photographs 

in the “Egypt Diary” were most likely selected from an earlier series by Beato, the later 

photographs in the Harvard series appear to repeat the camera positioning and location of 

the earlier series in many cases.  For these reasons, the Beato albums at Harvard provide 

a baseline set of images from which to imagine Gardner’s choices for her own album. 

 In most cases, the photographs Gardner selected from Beato’s series were ideal 

views of the main structures at each archeological site along the Nile.  She preferred 

images that provided both an encompassing view of the buildings or monuments in 

question and sufficient clarity in architectural detail.  A photograph that she captioned 

“Temple of Denderah” is typical of Gardner’s selections for the “Egypt Diary” (Figure 
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242 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 50, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA and Antonio Beato, Photographic albums of Egypt, Volume 1, c.1865-1900, Special 
Collections of the Fine Arts Library, Harvard University.  
243 Antonio Beato, Photographic albums of Egypt, Volume 3, c.1865-1900, Special Collections of the Fine 
Arts Library, Harvard University, and Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 78, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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1.35).244  Like the images of Philae and Karnak discussed in the preceding paragraph, this 

image of the temple appears to have been selected from an earlier series by Beato, as 

telltale differences in the lighting and positioning of the camera demonstrate (Figure 

1.36).245  In the photograph selected by Gardner for the “Egypt Diary,” the temple is 

positioned at the center of the frame and appears to have been photographed in either 

early morning or late afternoon light, since the immediate interior of the building (beyond 

the six pillars ranged along the portico) is somewhat visible (Figure 1.35).  The sculptural 

qualities of the building are highlighted by the angle of the sunlight, and the intricate 

decorative carvings that cover the surface of the portico are plainly visible.  The view of 

this temple is undoubtedly romantic in its framing—it appears to rise from a vast plain of 

rubble that stretches from the bottom edge of the frame to the base of the temple in the 

middle distance—and like Gardner’s sketches of the landscape contains no human figures 

to soften the dramatic presentation of the structure.  In the absence of staffage, the 

photograph offers itself to the viewer as a moment of unaccompanied discovery.  Another 

Beato photograph within the “Egypt Diary,” which depicts the sanctuary of the Temple of 

Edfu, conveys the experience of standing at the threshold of this site by placing the 

camera between two vertical masses of carved stone that rise from the bottom edge of the 

frame to beyond the top edge (Figure 1.37).246  A shadowy entrance within the sanctuary 

is captured just to the left of the center of the image, the dark rectangle at its center a 
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244 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 30, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
245 Antonio Beato, Photographic albums of Egypt, Volume 4, c.1865-1900, Special Collections of the Fine 
Arts Library, Harvard University, Cambridge, MA. 
246 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 84, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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startlingly blank surface in contrast to the delicately carved hieroglyphs that surround it 

on all sides.  Despite the grandeur of the sanctuary, the viewing experience as framed by 

Beato is at once intimate and immediate. 

  If the three hundred and nine photographs in the Beato albums housed at Harvard 

represent an accurate sampling of the firm’s offerings, Gardner made definitive choices 

in selecting these types of images.  Beato would photograph the sites along the Nile in 

extensive series to provide his customers with a variety of possibilities for their albums.  

Important locations like Karnak would be photographed encyclopedically, and even the 

same monuments or structures would be photographed multiple times from various 

angles to represent different features of the site (Figure 1.38).247  Her selections in the 

“Egypt Diary” therefore reveal a set of intentions and preferences in her collecting 

practices, and illuminate her deepening fascination with the material structures of ancient 

civilizations. 

 The photographs that Gardner selected from Beato’s series for the “Egypt Diary” 

would prefigure her choices for her later travel albums.  While she would collect 

photographs of a very different form of architecture—Gothic cathedrals—during her 

journey in England in 1879, she would maintain her interest in collecting ideal and 

intimate views of these structures.  In later albums she would collect photographs of 

ancient and canonical structures that defined the history and heritage she sought to 

understand across cultures in Asia and Europe.  Even in this limited practice of 

discernment, Gardner rehearsed strategies that would prove to be essential to her 
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connoisseurship as an art collector in later decades.  Gardner took care to acquire works 

of art that were recognized as masterpieces, and was profoundly competitive in her 

efforts to amass a memorable collection.  Morris Carter writes that when she acquired the 

self-portrait of Rembrandt, she saw it as the  

...corner-stone of Fenway Court, for it was the first picture--so Mrs. 
Gardner said--that she bought with the intention of developing a real 
museum collection.  From now on, it was her determination that her 
acquisitions should be masterpieces; no difficulties daunted her, no desire 
seemed to her extravagant; she pursued her game with a zeal, a courage, a 
determination, and a wisdom hitherto unsuspected...248 

 
The confidence with which Gardner pursued works like the Rembrandt was acquired—

like her art historical knowledge—over a period of two decades, and the photography in 

the “Egypt Diary” displays her first fully-fledged effort to study works that were essential 

to a progressive, chronological overview of the Western art historical canon.  Perhaps the 

best photograph to illustrate her commitment to this course of study is the image of the 

temple of Esneh created by the studio of Francis Frith (Figure 1.39).249  In this 

photograph, the massive pillars of the temple appear to march from one end of the frame 

to the other, and the papyrus leaves that decorate their capitals appear nearly three-

dimensional in their clarity.  Before them stands the tiny figure of a man, his body nearly 

edged out of the bottom right corner of the frame by the specter of the colossus.  Yet this 
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248 Carter, Isabella Stewart Gardner and Fenway Court, 156-7. 
249 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 42, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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man stands, like the “patient watchers” Gardner noted earlier in this chapter, in seemingly 

eternal contemplation of the antique wonder before him.250 

 Comparing Gardner’s actions to that of one of her peers in travel writing and 

album making, in the person of Annie Lady Brassey, distinguishes the “Egypt Diary” as a 

document of process rather than of exhibition.  At the same time, such a comparison 

illuminates the centrality of Gardner’s role as creator of the album experience, and 

underscores the manner in which she would choose to conduct herself as an institutional 

founder and curator at the turn of the twentieth century.  Unlike the photograph albums of 

Lady Brassey, the “Egypt Diary” was not created for public exhibition, and Gardner was 

decades away from a concerted effort to build Fenway Court.  Nancy Mickelwright has 

established that Brassey not only used her time in traveling the globe to build a vast 

collection of objects related to the natural history and material culture of each place she 

visited, but that she did so in service to her vision of founding a museum that would 

house all of these items for the public.251  Moreover, Brassey collected over six thousand 

photographs, amassed in seventy albums, that were created for display in the same 

museum.252  In Mickelwright’s analysis, Brassey’s practices in photographic collection 

and arrangement were therefore envisioned as an integral part of the overall collection of 

her museum, and were “autobiographical, didactic, or documentary” extensions of the 

broader collection.253   
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250 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 35, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  By providing staffage for her sketch, Gardner followed the conventions of 
landscape representation in the nineteenth century. 
251 Mickelwright, A Victorian Traveler in the Middle East, 42-45. 
252 Ibid, 1-3. 
253 Ibid, 139. 
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 Yet a rather startling and crucial detail of the Brassey album collection provides a 

critical point of comparison between these two album projects by women museum 

founders:  Brassey herself appears not to have created these remarkable albums.  

Mickelwright states that multiple handwritings caption the photographs in the Brassey 

albums, and even suggests that employees of the Brassey family’s philanthropic and 

political offices might have organized the images within the albums.254  The authorial and 

creative remove from the process of album making on Brassey’s part is the opposite of 

Gardner’s obviously personalized and hand-crafted approach in the “Egypt Diary.”  

Moreover, this management of the album making process can be directly compared to 

Gardner’s handwork in creating her museum.  The dynamics of collection and display 

that were central to Gardner’s album-making would be repeated in the building and 

curation of Fenway Court, throughout which she directed the architect and builders--often 

much to their displeasure--to achieve her singular vision of a Venetian-style palazzo.  

Stories of Gardner’s interventions are a cherished part of the museum’s lore and reveal 

the degree to which she was physically engaged with the building project: when she was 

unhappy with the effect of the painted stucco in the courtyard, she climbed up the ladder 

to demonstrate what she wanted of the workers; when the ceiling beams in the Gothic 

Room were not hewn as roughly as she wished them to be, she took the broadaxe and 

hacked away to achieve the proper effect.255  All of Gardner’s handwork within the 

“Egypt Diary”—from her handwriting, to her photographic selection and arrangement, to 
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254 Mickelwright, A Victorian Traveler in the Middle East, 64.  Brassey also collected a broad range of 
artifacts for her collection, ranging from materials pertinent to the natural history of the sites she visited to 
human-made objects.  Fine art was not a focus of her collecting practices. 
255 Carter, Isabella Stewart Gardner and Fenway Court, 190; 240. 
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her watercolor sketching—prepared her for the act of crafting her museum and installing 

within it works of art that would be recognized and renowned by the very crowds she 

herself avoided while traveling. 

 Gardner’s strategies of photographic selection for the “Egypt Diary” were integral 

to her daily practices as a collector along the Nile River and to her role as creator of an 

authoritative illustrated travel account.  Photographs from the studios of Beato, Frith, and 

Sebah echoed the priorities and standards of travel guides like Murray’s Handbook and 

directed the traveling connoisseur in his or her consumption of antiquities that had been 

previously authenticated by a host of political and commercial interests in Egypt and in 

the West.  As Nancy Mickelwright notes, 

The heyday of commercial tourist photography in the region [ranged] from 
about 1865 to 1890.  This is the time when tourists’ guidebooks directed 
them to photographers’ shops, where they selected their photographs from 
catalogues which contained hundreds of choices: they could order images 
of monuments, street scenes, landscapes, and human types. Patrons could 
also purchase ready-made albums. If they preferred to select images from 
the catalogs, their photographs could have been assembled for them into 
albums in the shop, or they could have made their own albums later.256 

 
 While Gardner was no different from any other wealthy tourist in the act of 

purchasing photographic documents, her labor to reconfigure them within the narrative of 

her own experience extends the actions of the masculine adventurers and commercial 

impresarios who preceded her into a visual dialogue with her narrative and watercolor 

sketch work.  By augmenting her narrative and painting with prints by accomplished 

photographers, Gardner creates a photographic review of canonical sites while 
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256 Nancy Mickelwright, “Harem/House/Set: Domestic Interiors in Photography from the Late Ottoman 
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simultaneously asserting herself as a knowledgeable party, in league with Beato and 

Frith, for her anticipated future audience.257  At the same time, Gardner uses these same 

photographic series to practice strategies of connoisseurship that would later be essential 

to her work as a collector, curator, and museum founder.  While Beato, Frith, and Sebah 

produced hundreds of images for each series, Gardner selected from these to highlight her 

experiences of the sites.  In doing so, she effectively organizes an exhibition of 

significant antiquities and landscapes for future readers and viewers of her album, much 

as those who would visit her museum would experience a carefully curated selection of 

European, Asian, and American masterworks.  Her ordering and intermingling of these 

photographs mirrors the itinerary she describes within the text of the diary, and asserts 

the primacy of her experiences and imaginative capacities in the sequencing her 

narrative. 

Conclusion 

 Album making was at the heart of Gardner’s practices in shaping her museum, a 

point made clear by the fact that in 1915 she designated a specific location for the storage 

of all of her travel albums in Fenway Court.258  Athough her travel albums were not put 

on view for the general public, Gardner created the Macknight Room on the first floor as 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
257 In this way, Gardner’s efforts to position herself as a knowledgeable player are somewhat reminiscent of 
Frith’s efforts to position himself within the field of Orientalism, as Douglas Nickel discusses in Frances 
Frith in Egypt and Palestine (see footnote 126).  Gardner was not attempting to become an Egyptologist; 
instead, she was asserting herself as a knowledgeable connoisseur and budding intellectual—priming her 
for the work of building her museum several decades later.  Alison Nordström notes a similar fixation upon 
the self in her reading of Tupper’s scrapbooks: “…the album [of Tupper’s visit to Giza] is transformed as a 
whole into an autobiographical object by the visual evidence of individual experience sites at its centre.”  
See: Alison Nordström, “Making a Journey: The Tupper Scrapbooks and the Travel They Describe,” in 
Elizabeth Edwards and Janice Hart, Photographs Objects Histories: On the Materiality of Images (New 
York, NY: Routledge, 2004), 91. 
258 I discuss Gardner’s archiving of her travel albums, guest books, and installation albums in the final 
chaper of this dissertation. 
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a semi-private sitting room and archival space for her albums and other works of art 

(Figure 1.40).  While regular visitors to the galleries enjoyed the splendors gathered on 

Gardner’s many transatlantic voyages, her inner circle would be invited to look inside the 

unusual space that she kept within the Macknight Room called the “Vatichino” (meaning 

the little Vatican).  Inside the Vatichino, which was tragically turned into a coat room in 

the 1970s, Gardner installed private family photographs, treasured books and objects, and 

bookshelves that held her travel albums, guest books, and several installation albums 

containing photographs by the firm of Thomas E. Marr and Son.259  In this way she 

devised a museum-within-the-museum to store documents vital to the history of her 

museum.260  Her albums would be taken out of the Vatichino for her special visitors, and 

Gardner would walk them through the pages, revealing the origins of her life of research, 

collection, and the public sharing of all forms of art.  While the travel albums were never 

intended as direct templates of her labor to construct the museum, their assembly 

provided Gardner with foundational methodologies and professional habits of mind for 

the processes that would be necessary to establishing Fenway Court. The space of the 

Vatichino therefore held the germinal documents for her institution, and within the 

Macknight room the initiated could take part in the rites that Gardner had begun with an 

eye to her future legacy. 

The Macknight room is a repository for some of Gardner’s most personal art 

acquisitions, including the 1922 Sargent watercolor “Mrs. Gardner In White,” and while 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
259 The curatorial files of the Isabella Stewart Gardner Museum, Boston, hold information regarding the 
contents of the Vatichino.  Unfortunately, museum staff did not photograph the interior of the Vatichino 
prior to its dismantling, and only mapped two of the four walls of this long, narrow space. 
260 Carter, Isabella Stewart Gardner and Fenway Court, 242. 
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she was alive the room served as a cozy reception area furnished with several 

comfortably upholstered chairs (Figure 1.33).  It also holds Gardner’s desk, in which she 

kept a variety of sentimental objects close at hand.  Among these items are several small 

items that appear to be modeled after Egyptian funerary items, including a turquoise 

human figurine, the bust of a Pharaonic figure, a red Anubis, and a darker-blue, winged 

scarab (Figure 1.41).261  Perhaps these were the icons Gardner acquired on her visit to the 

“Nubian lady,” whose storeroom she “rambled through” to find items for her personal 

collection.262  Regardless of their connection to that specific vignette, it is telling that 

Gardner chose to keep these items--literal touchstones--from her voyage to Egypt in the 

desk upon which she conducted the business of her museum. 

In closing the “Egypt Diary” with the words “Good-bye...dear Nile Voyage,”263 

Gardner addresses the journey in heartfelt and intimate terms that reveal the impact of her 

travels upon her psyche.  My discussion here builds upon art historian Elizabeth Anne 

McCauley’s insistence that Gardner’s albums should be studied “using feminist 

theory...and in the same way that one studies the history of taste and collecting.”264  If 

Karnak had inspired Gardner to wish that she might “shut [her] eyes to keep [her] vision 

clear,” her activities in album construction helped her to develop that vision for a future 

that was only beginning to come into focus.  When we consider the “Egypt Diary” in this 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
261 I wish to thank Shana McKenna for bringing these items to my attention and Amanda Venezia, 
Registrar, for allowing me to examine the contents of Gardner’s desk in the Macknight Room in March 
2014. 
262 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 68, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
263 Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, page 86, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
264 McCauley, “A Sentimental Traveler,” McCauley et al, Gondola Days, 44. 
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light, the album emerges as an object born not from one privileged American woman’s 

crisis of memory, but instead from her efforts to shape her nascent intellectual and 

professional destiny. 



!

!

111 

 

Chapter Two: The Nature of Her Gothic: Isabella Stewart Gardner’s 1879 
Travel Albums of England and Design Reform at Fenway Court 

 
Introduction 
 
 On the opening page of the first of three photographic albums created between 

May and October of 1879, Isabella Stewart Gardner selected a full-page illustration from 

the satirical British magazine Punch: A London Charivari to begin her travel narrative in 

England (Figure 2.1).265  Drawn by the illustrator John Tenniel, whose work was familiar 

to Gardner, the cartoon features two Horae in full-length profile against a backdrop of 

snow-bedecked or rain-soaked foliage.266  Despite her Grecian sandals, the goddess of 

Spring (recognizable by the sash bearing her name around her waist) wears a fashionably 

fur-trimmed coat over her gown and a crocus-sprouting fur hat upon her head, while her 

hands are buried in a muff that she holds to her mouth against the chill.  Her counterpart 

Summer faces her from the right-hand side of the frame in a chiton holding a flower-

bedecked parasol over her head in one hand and a watering can in the other.  Beneath the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
265 Isabella Stewart Gardner, “Albums of England and France,” Volume 1, 1879, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  The three travel albums discussed in this chapter constitute the 
sixth, seventh, and eighth volumes in Gardner’s corpus of twenty-eight travel albums.  As I noted in the 
first chapter of the dissertation, Gardner created a partial travel album of her trip to Northern Europe in 
1867-1868, the “Egypt Diary” of her journey down the Nile in Egypt in 1874-1875, and an album 
comprised of photographic views of her trip from Cairo, Egypt to the Holy Land, Greece, and Turkey in 
1875.  The abovementioned cartoon “Unseasonable Seasoning” originally appeared on page 283 of the 
June 21st edition of Punch: A London Charivari, accessed online 11 February 2015 
https://archive.org/stream/punch76a77lemouoft#page/n303/mode/2up.  
266 Gardner collected both rare and contemporary books and manuscripts prior to becoming a collector of 
art and antiquities.  She catalogued and published a selection of her favorite items in  in a book titled A 
Choice of Books from the Library of Isabella Stewart Gardner Fenway Court (Boston, MA: Merrymount 
Press, 1906). Copies of Lewis Carroll’s Alices Adventures in Wonderland and Through the Looking-Glass, 
and What Alice Found There are listed in this catalogue.  The Archives of the Isabella Stewart Gardner 
Museum, Boston, have placed a copy of this booklet online: 
http://www.gardnermuseum.org/resources/virtual_reading_room/a_choice_of_books_1906 
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title, “Unseasonable Seasoning,” their conversation is captioned: “Summer (to Spring), 

‘You winter’d ‘em!—I’ve water’d ‘em!  Let’s hope they’ve liked it!!!”     

 The inclement atmosphere surrounding these beauties belies their enthusiasm.  By 

portraying the nasty weather as the result of a divine scheme, the cartoon presents a new 

riff on the age-old pastime of complaining about the weather.  Gardner appreciated the art 

of caricature and cartoons, and often selected humorous drawings to adorn the pages of 

her photographic albums.267  Yet when placed within the context of her personal 

circumstances in 1879, the cartoon transcends mere topical humor.  Isabella and Jack 

Gardner were in England that June to lead two of their three nephews on an extended tour 

of the country and its national heritage sites, most particularly its cathedrals, to encourage 

the boys’ intellectual development.  The Gardners had adopted their nephews—Joseph 

Peabody Gardner, William Amory Gardner, and Augustus Peabody Gardner—at the ages 

of fourteen, twelve, and ten upon their return from their tour of the Middle East and the 

Mediterranean in 1875.  The children’s mother had died from complications related to the 

birth of “Gussie,” and their father, Jack’s brother Joseph (who had signed Belle’s 

autograph album during her courtship), committed suicide while the Gardners were still 

in Europe in 1875.  When viewed through the lens of the Gardner family’s turmoil, and 

against the purposes of their journey throughout England, these goddesses of the 

seasons—of orderly transitions, of earthly abundance, and of justice—signal the 

determination of the guardian who pasted them within her album to usher in a season of 

renewal.  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
267 The third chapter of the dissertation discusses Gardner’s usage of humorous news clippings as 
illustrations for her guest books. 
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 Like the Horae of Tenniel’s illustration, “Auntie Belle” was charged with the 

cultivation of dependents on the cusp of blossoming.  It was a responsibility that she took 

seriously, and the family trip to England was designed to immerse her nephews in the 

cultural and spiritual treasures of that “green and pleasant land” of Blake’s Jerusalem.268   

Through her ministrations, Amory and Augustus Gardner—whom Henry James called 

“those brilliant boys”—would gain a first-hand education and have more than a little fun 

by following their tireless aunt through visits to national and private galleries and estates, 

the races at Ascot, speeches at Harrow, tours of Oxford, and an extended tour of over a 

dozen medieval cathedrals throughout the British countryside and a handful of sites in 

northern France.269  These efforts would be documented in the three photographic travel 

albums that Gardner would create over the course of her journey and trace their 

peripatetic journeys from London to cultural heritage sites from Yorkshire to Brighton 

and from the Midlands to Oxford.  Yet these albums do not document the impact of these 

adventures upon her charges—in fact, references to her nephews are entirely absent from 

the album series.  Instead, the 1879 albums of England provide insight into the ways in 

which Gardner sought to develop her own cultural capacities through travel and social 

networking.  Like the pictorial travel narrative in her “Egypt Diary” of 1874-1875, the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
268 William Blake, “Jerusalem,” 1810.  Accessed via the Poetry Foundation: 
http://www.poetryfoundation.org/poem/241908.  Isabella Stewart Gardner admired Blake’s poetry and 
artwork.  She included an 1866 publication of his Songs of Innocence and Experience in her book 
catalogue, A Choice of Books from the Library of Isabella Stewart Gardner, Fenway Court (Boston, MA: 
Merrymount Press, 1906), 10.  She also gave the Museum of Fine Arts, Boston, eight of his watercolor 
illustrations of Milton’s Comus in 1890. 
269 Letter to Isabella Stewart Gardner from Henry James, July 22, 1879, in Rosella Mamoli Zorzi, ed., 
Henry James: Letters to Isabella Stewart Gardner (London, UK: Pushkin Press, 2009), 58.  The family 
would spend several weeks touring sights in Paris as well as St. Denis, Fontainebleau, Chartres, Rouen, and 
Amiens in September, but because the preponderance of their time abroad in 1879 was spent in England, 
that part of the journey is the focus of this chapter. 
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assemblages within these albums illuminate Gardner’s aesthetic, intellectual, social, and 

spiritual pursuits in a critical period of her development.  In doing so, they reveal the 

1870s as a germinal decade in the formation of her civic ambitions. 

 While several recent exhibitions have been devoted to intensive examinations of 

Gardner’s global excursions, and in particular to her periods of travel within Asia and 

Italy in the 1880s and 1890s, her journeys to Great Britain have largely been ignored.270  

Her remarkable albums of travel in Japan, China, Southeast Asia, and India have been 

reproduced alongside relevant selections from her correspondence, and the albums 

pertinent to her extended stays in Italy have provided foundational studies of her social 

networks in Venice.  These publications have enriched the historical context for 

Gardner’s intellectual development within these regions, but have not considered the 

implications of her photographic practices beyond them.  When confronted with the 

archival evidence of her lifetime travel, the oversight is genuinely puzzling: between 

1879 and 1895, Gardner made eleven photographic albums in total to document her trips 

to England, just three fewer than the fourteen she made of her stays in Italy.  No other 

travel albums rival these numbers—she produced eight albums that include photographs 

of France, seven albums of Germany, and no more than two of any other national or 

regional destination.  Moreover, the 1879 trip was singular in its focus upon Gothic art 

and architecture and notable for Gardner’s total immersion in contemporary British 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
270 I discuss the prior studies of Gardner’s albums of Asia and Italy in the introduction to the dissertation.  
Additional context is provided in the first chapter on Gardner’s “Egypt Diary” of 1874-1875.  See: 
Elizabeth Anne McCauley et al, Gondola Days: Isabella Stewart Gardner and the Palazzo Barbaro Circle 
(Boston, MA: Isabella Stewart Gardner Museum, 2004); Noriko Murai and Alan Chong, Journeys East: 
Isabella Stewart Gardner and Asia (Boston, MA: Isabella Stewart Gardner Museum, 2009); Noriko Murai 
and Alan Chong, Inventing Asia: Perspectives Around 1900 (Boston, MA: Isabella Stewart Gardner 
Museum, 2014). 



!

!

115 

cultural life.271  Gardner would continue to collect photographs of ecclesiastical 

architecture on her journeys throughout Europe in the 1880s and 1890s, and would 

occasionally intersperse these photographs with botanical samples and other souvenirs of 

her social activities abroad.  Eventually, photographic reproductions of paintings and 

sculpture would outnumber topographical and architectural photography in her travel 

albums, but her interest in medieval and Renaissance architecture would remain a 

constant.  Gardner’s selection and arrangement of Gothic architectural views in the 1879 

album series therefore signal a critical intensification of her interest in medieval material 

culture and her uses of photography in studying its canon.  

The one hundred and eighty-eight pages of the 1879 albums contain a trove of 

artifacts that Gardner collated to present a real-time visual diary of her exploration of 

England and France, including three hundred and ninety-four landscape and architectural 

photographs, two hundred and thirty-four news clippings, programs, tickets, and 

lithographic souvenirs, and eighteen pressed botanical samples from a range of sites.272  

Gardner collected ephemeral souvenirs of her activities in England to create assemblages 

that illustrate her intellectual interests and social connections there.  In particular, the 

three albums of her 1879 journey through England demonstrate her growing interest in 

Gothic architecture and her efforts to assemble a catalogue of important medieval 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
271 As previously mentioned, all twenty-eight of Isabella Stewart Gardner’s travel albums are housed in the 
archives of the Isabella Stewart Gardner Museum in Boston, MA.  After 1879, Gardner returned to England 
in 1886, 1888, 1890, 1892, 1894, and 1895; her travel albums from these years incorporate pages of 
material from these visits but do not reflect the depth and breadth of her efforts in the three 1879 albums of 
England.  A selection of twenty-one of Gardner’s twenty-eight travel albums appears on the website of the 
Isabella Stewart Gardner Museum: 
http://www.gardnermuseum.org/microsites/travelalbums/album_index.html. 
272 Isabella Stewart Gardner, “Albums of England and France,” travel albums, Volumes 1-3, 1879, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 



!

!

116 

buildings for her future reference.  At the same time, this journey trained her eye for the 

installation of her collection of salvaged ecclesiastical furniture, windows, relics, and 

other art in the Long Gallery, the Chapel, and the Gothic Room on the third floor of 

Fenway Court.  While the architecture of Fenway Court would not imitate British 

cathedrals, castles, and other heritage sites, Gardner’s systematic examination and 

documentation of these places shaped the ways in which she would later select and 

assemble Italian and French medieval architectural elements for her museum.  Her study 

of these British Gothic spaces and their interpretation by John Ruskin, William Morris, 

and other important voices in the transatlantic Arts and Crafts Movement would influence 

her interior design and installation strategies within the museum.273  As such, the 1879 

albums represent a period of intense intellectual engagement, creative production, and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
273 Although they were not personally acquainted, art and social critic John Ruskin had a definitive 
influence upon Isabella Stewart Gardner’s museum.  Ruskin was a close friend of Gardner’s mentor 
Charles Eliot Norton; see the third chapter of this dissertation for a brief discussion and bibliography 
pertinent to that relationship.  As Elizabeth Anne McCauley notes, “It has often been written that Gardner’s 
introduction to Italian civilization came in the person of Charles Eliot Norton…On 17 April 1882 she 
acquired John Ruskin’s three-volume The Stones of Venice…the first publication about that city that is 
documented in her library.” See: McCauley, “A Sentimental Traveler: Isabella Stewart Gardner in Venice,” 
in McCauley, et al, Gondola Days, 5-7; see also John Ruskin, The Stones of Venice: The Sea-Stories 
(London: Smith, Elder & Co., 1853).  Norton acquired a drawing of the Casa Loredan in Venice from the 
Ruskin estate and sold it to Gardner; she later hung the drawing in the Short Gallery of Fenway Court.  For 
reading on the life and work of Ruskin, see: E.T. Cook and Alexander Wedderburn, eds., The Works of 
John Ruskin (Cambridge, UK: Cambridge University Press, 1996); J.L. Bradley, John Ruskin: The Critical 
Heritage (Hoboken, NJ: Taylor and Francis, 2013); John Dixon Hunt, The Wider Sea: A Life of John 
Ruskin (New York, NY: Viking, 1982); Robert Hewison, Ian Warrell, and Stephen Wildman, Ruskin, 
Turner, and the Pre-Raphaelites (London, UK: Tate Gallery Publishing, 2000). In his discussion of 
Fenway Court design and installation Douglass Shand-Tucci discusses Gardner’s observance of Ruskinian 
principles and employment of craftsmen/firms involved with the broader design reform movement at the 
turn of the twentieth century.  See Shand-Tucci, 216-231.  The impact of designer, author, and political 
activist William Morris’s work upon Gardner’s aesthetic philosophy, museum, and institutional practices 
has not been examined prior to this dissertation.  For reading on the life and work of William Morris, see: 
May Morris, ed., The Collected Works of William Morris (London, UK: Longmans, Green, and Company, 
1910); Fiona MacCarthy, William Morris, A Life for Our Time (London, UK: Faber and Faber, 1994); 
Lucia van der Post, William Morris and Morris & Co. (London, UK: Victoria & Albert Museum, 2003); 
Linda Parry, William Morris (London, UK: Victoria & Albert Museum, 1996); Fiona MacCarthy, Anarchy 
& Beauty: William Morris and his Legacy, 1860-1960 (New Haven, CT: Yale University Press, 2014). 
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social networking for Gardner, and should be examined to understand the sources of her 

inspiration and the impact of this journey upon her eventual museum. 

 Gardner’s relationship with England was instrumental in the formation of Fenway 

Court, and the nature of the Gothic within that institution deserves scrutiny beyond the 

cataloguing of its medieval treasures.  Over the course of her time in England that 

summer and early autumn, Gardner supervised a course of experiential education that 

would not only benefit her nephews but awaken her interest in broader intellectual and 

artistic movements related to the Arts and Crafts Movement and lead to her eventual 

involvement with design reform in Boston.  That Gardner had an abiding interest in the 

work of John Ruskin is well established within the literature surrounding her museum 

and substantiated by her placement of a drawing by him in the Short Gallery at Fenway 

Court (Figure 2.2).  What has been less well explored is her interest in other figures in the 

transatlantic design reform movement, and the manner in which her time in England 

developed key aspects of her unique architectural design and installation of artwork at 

Fenway Court.  Her collection of Gothic architectural views, and her interspersing of 

these photographic documents with contemporary artifacts of her many other social and 

intellectual pursuits principally in England, highlight the dawning of an aesthetic 

philosophy that would evolve over the course of the next two decades and guide her 

efforts to create a museum “for the education and enjoyment of the public forever,” a 

slogan that carries more than a little of William Morris’s rhetorical cadences and 
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idealism.274 Through her travels and experiences in England, and in her study of 

ecclesiastical spaces as well as her visits to both traditional and innovative galleries of 

art, Gardner came to see the role of art as central to the functioning of a healthy society 

and as a force for the public good.  At the same time, through her close examination of 

medieval architecture, she gained an appreciation for the craftsmanship of these buildings 

and their preservation.  While the idea of Fenway Court had not been fully formed in her 

mind, this period of travel and study constituted a primary immersion in the experience of 

Gothic spaces and anticipated her later sampling of medieval architecture within the 

structure of her museum.  The ephemeral assemblages within the 1879 albums are 

material precursors for the design strategies that would become a hallmark of Gardner’s 

curatorial vision.  At the same time, they prefigure her labor to create an institution that 

would exemplify the Morrisonian ideal of “an art made by the people for the people as a 

joy for the maker and user.”275  When taken together, the 1879 albums of England 

provide fresh insights into the development of Fenway Court’s educational mission and 

the forces underpinning Gardner’s signature brand of civic innovation. 

American Itineraries in England, 1870-1900 

 The Gardners’ travel plans were a mark of their privilege, as only the wealthiest 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
274 Isabella Stewart Gardner, Will and Codicil, Section Three, Part One, 17 January 1924, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.  Morris was an acclaimed poet and as well as a 
businessman, and his political and critical writing managed rhetorical directness and elegance of style in 
equal measure. Gardner’s will states that her museum is to be open “for the education and enjoyment of the 
public forever.”  This phrasing evokes the notion of “the public” in much the same way as Morris evokes 
“the people,” in that both statements position art as a central force for social uplift as well as educational 
and spiritual benefit.  In effect—and without any conscious allusion on Gardner’s part—Gardner and 
Morris both assert that art is a civic right and that they commit their own labor to supporting the greater 
permeation of art in public life. 
275 William Morris, “The Beauty of Life,” Hopes and Fears for Art (New York, NY: Longmans, Green, and 
Co., 1901). 
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American families would have the sufficient time and resources to travel for four months 

in Europe in 1879.  Yet they were far from the only Americans making transatlantic 

travel plans in that period: Kristin Hoganson notes that in 1880 approximately 50,000 

American tourists traveled to Europe, yet by 1900 about 125,000 were doing the same.276  

Moreover, “improvements in the infrastructure of travel—especially railroads and 

steamships—made travel safer, faster, and less expensive.  By the 1870s, it took only a 

week to cross the Atlantic; by the 1890s, five days.”277  These shifts in the technologies of 

travel affected its culture, and in the last quarter of the nineteenth century, the numbers of 

American women traveling overseas were on the rise. 

 While many women initially traveled in the company of family members, as the 

last quarter of the nineteenth century unfolded, more women were making their travel 

plans independently.278  Spurred by advances in American women’s secondary and higher 

education in the wake of the Civil War, professional, educational, and leisure-time travel 

became increasingly common for middle-class women in the 1890s.  Journalists such as 

Nellie Bly and Frances Benjamin Johnston presented popular written and visual accounts 

of Americans’ activities and military interventions across the globe to avid audiences 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
276 Kristin Hoganson, Consumer’s Imperium: The Global Production of American Domesticity, 1865-1920 
(Chapel Hill, NC: University of North Carolina Press, 2007), 171.  These figures denote the number of 
travelers in each year; in essence, between 1880 and 1900, the number of Americans traveling to Europe 
per year increased by two and half times. 
277 Hoganson, Consumer’s Imperium, 170. 
278 Honeymoon travel became a regular feature of the American nuptial cycle in the middle of the 
nineteenth century, and by the 1870s it was not uncommon for wealthy newlyweds (such as Henry and 
Marian Adams, whose travels in Egypt were discussed in the previous chapter) to follow itineraries 
reminiscent of the Grand Tour.  These voyages were designed to accustom the couple to domestic life and 
to initiate the female partner into cosmopolitan milieux.  These rites had a counterpart in American travel 
itineraries that would include stops at Niagara Falls and other sites of national interest, such as Washington, 
D.C. (where Jack and Isabella Gardner would honeymoon in 1860).  For more information on the evolution 
of the honeymoon in America, see Barbara Penner, Newlyweds on Tour: Honeymooning in Nineteenth-
Century America (Durham, NH: University of New Hampshire Press, 2009). 
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Stateside.279  Although Gardner herself traveled to England in a conventional family 

group with her husband and adopted children, women’s travel was an increasingly 

important issue to which many of her activist female friends devoted significant energies.  

Longtime Gardner friend Julia Ward Howe served as the president of the Women’s Rest 

Tour Association (WRTA), and her friends Annie Adams Fields and Sarah Orne Jewett 

were also founding members and advocates of the organization.280  The WRTA promoted 

women’s independent transatlantic travel and supported the publication and 

dissemination of essential information for autonomous female travelers, from the 

logistics of transportation and tips for packing to personal safety and advice regarding 

specific destinations and activities.  As Elizabeth Bischof notes, the organization was 

initially formed in 1891 to facilitate the publication of a travel handbook for American 

women bound for British shores titled A Summer in England: A Handbook of Travel, 

written by Louise Imogen Guiney and Alice Brown.281  Bischof explains that the guide 

“was a vehicle of sensible and practical advice for a growing cadre of independent 

women travelers and a vehicle for the promotion of its sponsoring organization, the 

Women’s Rest Tour Association.”282  The organization formed a powerful feminist 

counterpoint to the so-called “rest cure” promoted by Dr. Silas Weir Mitchell, which 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
279 Hoganson, Consumer’s Imperium, 153-154.  For a discussion of Frances Benjamin Johnston’s 
photojournalism in light of American expansionism at the turn of the twentieth century, see Laura Wexler, 
Tender Violence: Domestic Visions In an Age of U.S. Imperialism (Chapel Hill, NC: 2000), 15-51. 
280 The records of the Women’s Rest Tour Association (1891-1992) are held at the Schlesinger Library on 
the History of Women in America, Harvard University.  Elizabeth Bischof has written a history of the 
organization and its constituents: see “A Summer in England: The Women’s Rest Tour Association of 
Boston and the Encouragement of Independent Transatlantic Travel for American Women” in Beth Lueck, 
Brigitte Bailey, and Lucinda Damon-Bach, eds., Transatlantic Women (Durham, New Hampshire: 
University of New Hampshire Press, 2012), 153-171. 
281 Bischof, “A Summer in England” in Lueck, Bailey, and Damon-Back, eds., Transatlantic Women, 155. 
282 Bischof, “A Summer in England” in Lueck, Bailey, and Damon-Back, eds., Transatlantic Women, 157. 
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advocated a regime of social isolation and bed rest for the treatment of female 

neurasthenia.283  The WRTA sought to emancipate women from the stultifying effects of 

their domestic responsibilities through travel and viewed transatlantic itineraries like the 

one described in Guiney and Brown’s handbook as vital to women’s educational 

advancement.284  To this end, A Summer in England includes sections dedicated to 

“Periods of English Architecture” (which provides examples of each period to be visited 

by the traveler), “The Hero-Worshipper’s Calendar” (which lists the burial sites of major 

British authors such as Jane Austen in Winchester Cathedral and Samuel Johnson in 

Westminster Abbey), and “English Universities” (which advises American women to 

produce letters of reference to ensure their welcome at university lectures).285  By 

outlining a high-minded approach to touring the English countryside, the authors of A 

Summer in England made intellectual itineraries a device for expanding the social 

independence of women travelers both during and after their voyages. 

 Gardner’s pursuits throughout the tour of 1879 preceded the first edition of A 

Summer in England by more than a dozen years, but her activities in England exemplified 

the social and educational benefits of such travel as touted by the WRTA.  As a cultural 

standard-bearer within her group of female friends, Gardner undoubtedly served as a 

point of inspiration for the efflorescence of the WRTA’s mission. While Gardner’s 

travels in England in 1879 were not fully independent, all of her biographies make clear 
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283 Bischof, “A Summer in England” in Lueck, Bailey, and Damon-Back, eds., Transatlantic Women, 157. 
284 Bischof, “A Summer in England” in Lueck, Bailey, and Damon-Back, eds., Transatlantic Women, 162. 
285 The Women’s Rest Tour Association, A Summer in England (Boston, MA: A.J. Ochs and Company, 
1900), 39, 42, 54, accessed 12 February 2015 https://archive.org/details/summerinenglandw00wome. 
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that she was the propulsive force behind the planning of the family travel itineraries.286  

Her social connections to members of the WRTA made her a part of the broader 

community of influential women whose travel itineraries could be scrutinized for their 

educational and cultural high points, simplified by advances in the travel industry by the 

1890s, and homogenized into an ideal route for the nascent female traveler of more 

modest means.  Gardner was therefore in the vanguard of American women travelers who 

would shape the movement to emancipate women through transatlantic voyages and 

cultural exchange. 

 The Gardners consulted numerous travel guides in charting their journey 

throughout England and Isabella preserved these in her personal library.  The archives of 

the Isabella Stewart Gardner Museum now hold the original copies of these handbooks 

and provide some preliminary insights into the ways in which she planned the family’s 

activities.287  Her copy of Reynold’s New Distance Map of London and Visitors Guide 

contains checkmarks next to a variety of sights including the Ascot races, Houses of 

Parliament, and Westminster Abbey as well as more popular, low-brow institutions like 

“Barclay and Perkins’ Brewery” and “Madame Tussaud’s Wax-Work.”288  Isabella also 
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286 While Jack was generally responsible for maintaining the family finances and paid for their travel 
expenses, Isabella Stewart Gardner drove their social and cultural itineraries.  This was not an unusual 
arrangement for their class and gender in the nineteenth century.  Her biographers discuss the particulars of 
these arrangements in the chapters devoted to the English tour in 1879; see Carter, Isabella Stewart 
Gardner and Fenway Court, 48-58; Tharp, Mrs. Jack, 59-68; Shand-Tucci, The Art of the Scandal, 37-41.  
Alan Chong’s essay “Henry James, Mrs. Gardner, and Art” in Rosella Mamoli Zorzi, ed., Henry James: 
Letters to Isabella Stewart Gardner (London, UK: Pushkin Press, 2009), 31-45, is also illuminating in this 
respect. 
287 These guidebooks were not photographically illustrated and it does not appear that Gardner owned any 
photographically illustrated books of England from Francis Frith and Company or any of the other British 
photographers mentioned in this chapter. 
288 Reynolds’ New Distance Map of London and Visitors Guide (London, UK: James Reynolds, 1857), 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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placed marks by a number of museums and the sites of significant art collections 

including the British Museum, Hampton Court, the National Gallery, the Royal 

Academy, and Windsor Castle.289  Jack Gardner retained a copy of Baedeker’s London 

and Its Environs, in which he signed his name and wrote “Albemarle Hotel” on the front 

flyleaf but left no other distinguishing marks.290  Isabella’s copy of John Murray and 

Company’s Alphabetical Handbook of England and Wales (which bears two ring-shaped 

water stains on its front cover as if it sat beneath a wet tea saucer) holds more clues to the 

family’s on-the-road adventures.  The back flyleaf contains a page-long list of the sights 

in Oxford written in Gardner’s expansive script, many of which are depicted in the third 

of the 1879 albums.291  The same book holds a spectacular treasure: the handbook’s map 

of England and Wales contains a series of eighteen “X” marks in black ink to indicate 

key locations on the family’s itinerary, including many of the cathedrals they visited 

(Figure 2.3).  A small yellow stamp that appears in the front cover of both the Murray 

and the Baedeker guides provides a final clue to the Gardners’ approach to travel 

planning.  The stamp reads “A. Webster and Larkin, Stationers, 60 Piccadilly W.”292  The 

address of this establishment is the same as that of the Albemarle Hotel, whose name 

Jack Gardner scrawled inside his Baedeker guide and which was also located at 60-61 
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289 Reynolds’ New Distance Map of London and Visitors Guide (London, UK: James Reynolds, 1857), 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
290 Karl Baedeker, London and Its Environs, including excursions to Brighton, the Isle of Wight, etc. 
(London, UK: Dulau and Co., 1879), Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
291 John Murray and Company, Handbook for England and Wales, Alphabetically Arranged for the Use of 
Travellers, With an Outline Map (London, UK: John Murray, 1878), Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
292 See inside front covers, Baedeker and Murray guides, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Piccadilly in the 1870s.293  Hindsight tells us that the Gardners’ travel itinerary was 

ambitious, but the stamps in the guide books suggest that the finer points might have been 

established once they were settled in London and had the chance to buy the appropriate 

travel literature. 

 Several American friends of the Gardners were already in London when they 

arrived on May 29, 1879, and these acquaintances were instrumental in their travel plans.  

Henry James had lived in London for the better part of the last decade and regularly 

provided cultural tips and letters of introduction to Isabella Gardner.294  Their 

correspondence reveals that James was a regular dinner companion and day-tripper with 

the Gardners during their stay and advised them in everything from the acquisition of 

inexpensive souvenirs to the location and opening hours of artists’ studios.   James’ 

introductions to British artists, collectors, and gallerists would also have a profound 

influence upon her professional energies after England.  Alan Chong notes that James 

“was intimately familiar with the contemporary art scene, in part through the many 

reviews he was writing in the 1870s.  He played a crucial role in introducing Isabella to 
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293 Simon Bradley and Nikolaus Pevsner, London. 6, Westminster (New Haven, CT: Yale University Press, 
2003). 
294 Henry James was an American author whose novels defined the Gilded Age.  It is not clear when Henry 
James and Isabella Stewart Gardner first met one another, nor are the circumstances of their friendship 
prior to 1879 clear.  Carter mentions him as her “old friend” at the time of her travels in England in 1879, 
and Tharp states merely that they met “in Boston” (Carter, Isabella Stewart Gardner and Fenway Court, 
50; Tharp, Mrs. Jack, 11).  For further reading on the life and work of Henry James, see: Sheldon Novick, 
Henry James: the Young Master (New York, NY: Random House, 1996); Sheldon Novick, Henry James: 
The Mature Master (New York, NY: Random House, 2007); Fred Kaplan, Henry James: The Imagination 
of Genius: A Biography (New York, NY: Morrow, 1992); Philip Horne, ed., Henry James: A Life in Letters 
(New York, NY: Viking, 1999); Ruth Bernard Yeazall, Henry James: A Collection of Critical Essays 
(Englewood Cliffs, NJ: Prentice Hall, 1994); David Supino, Henry James: A Bibliographical Catalogue of 
a Collection of Editions to 1921 (Liverpool, UK: Liverpool University Press, 2006); for information 
regarding his friendship with Gardner, see Rosella Mamoli Zorzi, ed., Henry James: Letters to Isabella 
Stewart Gardner (London, UK: Pushkin Press, 2009). 
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the lively world of art exhibitions in London and Paris in 1879 and through the 1880s.”295  

Accompanying the Gardners to some of these dinner parties, openings, and other 

festivities were their friends Henry and Marian Hooper (“Clover”) Adams, who were also 

spending the summer in London and would follow the Gardner family to Paris in 

September 1879.296  Clover Adams witnessed the Gardners’ captivation with London and 

would write to her father on July 13, 1879, that she “went to see Mrs. Jack Gardner this 

p.m.  They are so fascinated with London, one and all, that they’ve been here ever since 

they landed and don’t know when to leave.”297  Through the efforts of her American 

friends, Isabella Stewart Gardner navigated the cultural offerings in London and began to 

map herself onto the city’s consequential social networks. 

Photographic and Philosophical Context for Gardner’s 1879 Albums 

 While the pages of the 1879 albums should be discussed as a series of 

assemblages, a brief overview of the photographic materials within their pages helps to 

place them within the broader history of British topographical and ecclesiastical 

photography in the nineteenth century.  Like many other travelers and tourists of the 
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295 Alan Chong, “Henry James, Mrs. Gardner, and Art,” in Rosella Mamoli Zorzi, ed., Henry James: Letters 
to Isabella Stewart Gardner (London, UK: Pushkin Press, 2009), 32. 
296 I discuss Henry and Clover Adams’s honeymoon in Egypt in the first chapter of the dissertation.  Henry 
Adams was an American historian descended from two United States presidents and a close friend of the 
Gardner family.  His wife, Clover, was an accomplished photographer who took her own life in 1885; 
Adams subsequently destroyed most of her photographs, but a small collection of her work remains at the 
Massachusetts Historical Society.  Although Henry Adams placed several photographs of England into his 
album regarding their honeymoon along the Nile, they were his own work.  There are no photographs of 
the Adams’s time in England with the Gardners.  For information regarding the Adams family papers at the 
Massachusetts Historical Society, Boston, MA, see: Henry Adams Papers (1890-1938); Henry Adams 
Photographs (1866-1900); Marian Hooper Adams Photographs (1883-1885).  For further reading on 
Marian Hooper Adams’s life and photography, see: Natalie Dykstra, Clover Adams: A Gilded and 
Heartbreaking Life (Boston, MA: Houghton Mifflin Harcourt, 2012); Laura Saltz, “Clover Adams’s Dark 
Room: Photography and Writing, Exposure and Erasure,” Prospects, Volume 24 (1999), 449-490. 
297 Ward Thoron, ed., The Letters of Mrs. Henry Adams (Boston, MA: Little, Brown, 1936), 155. 
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1870s, and as she did in Egypt, Gardner purchased the photographs within her albums 

from a range of commercial providers.  Because she never notes the source of her 

photographs on the pages of her album, and no records of these photographic purchases 

survive in the archives of the ISGM, her correspondence with James and distinguishing 

marks on the photographs themselves provide the greatest insight into her buying habits.  

Of the latter, James wrote to Gardner on June 13, 1879 “The name of the Photographer 

shop in South Audley St. (quite the best) is Macmichael’s.  I forget the number, but it is 

the last shop on the right, just before Grosvenor Square.”298  Macmichael’s advertised 

itself in the 1870s and 1880s as a “heraldic stationer to the Queen and Royal Family” and 

boasted of selling “The Largest Collection of Photographs in London of the Royal 

Family, Nobility, etc.” as well as photographic frames and “monograms, arms, crests, and 

addresses designed and engraved as gems of art.”299  Because Gardner’s 1879 albums 

contain both photographs and numerous cut-outs of heraldic crests, it is possible that she 

purchased some of those souvenir materials at the shop recommended by James.  

However, since many of the photographs included within the albums feature architectural 

and landscape views outside of London, and since Gardner was known to create her 

album entries in roughly the same time frame as the events depicted, it is equally likely 

that she purchased these photographs at commercial establishments all around England. 

 Many of the photographs within the 1879 albums were trimmed to fit the page 
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298 Zorzi, Henry James: Letters to Isabella Stewart Gardner, 49. 
299 James McNeill Whistler also used Macmichael’s in the late 1870s, according to a bill of sale in the 
archives of his correspondence. A copy of this bill could be accessed via the University of Glasgow website 
12 February 2015 
http://www.whistler.arts.gla.ac.uk/correspondence/place/display/?rs=4&placeid=UKLoKingRd. 
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and lack the signatures of the photographic firms that printed them, yet the remaining 

stamps and marks reveal a few connections to the larger world of British landscape 

photography in the second half of the nineteenth century.  These commercial photographs 

should be understood as the products of a larger national phenomenon within England 

related to the preservation of national heritage sites and antiquities.  In her discussion of 

amateur photographic surveys of England in the 1880s and 1890s, Elizabeth Edwards 

notes that the “movement was part of that much broader cultural matrix in which both a 

pride in history and a sense of the loss of Britain’s tangible past was entangled with 

shifting national identity in the age of rapid social and economic change.”300  The 

photographs within Gardner’s albums were not created by the amateurs described in 

Edwards’ study, but rather by the professional firms that established and disseminated a 

commercially identifiable “England” in the 1860s and 1870s.  While a comprehensive 

study of these photographic enterprises in England is sorely needed, archival evidence in 

the collections of the British Library, the Royal Photographic Society, and the Victoria 

and Albert Museum provide some foundational insights into these firms’ productions and 

commercial priorities. 

 The photographs in Gardner’s 1879 albums bear distinguishing marks from at 

least three known photographic firms operating in the United Kingdom: Frith & 

Company, Francis G.O. Stuart, and George W. Wilson.  The history of Francis Frith’s 

earliest photographic projects is described in the first chapter of this dissertation, but a 

short summary of the firm’s activities after his expeditions and publications related to the 
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300 Elizabeth Edwards, The Camera as Historian: Amateur Photographers and Historical Imagination, 
1885-1918 (Durham, NC: Duke University Press, 2012), 9. 
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Middle East is warranted here.  Photographic historian Valerie Lloyd suggests that Frith, 

ever the businessman, responded to changes in the marketplace of photography in the 

1860s and began to diversify his firm’s photographic stock image holdings to include 

views of popular destinations in the British Isles, along the Rhine, Switzerland, the Italian 

Lakes, Rome, and Norway.301  Frith hired a number of photographers to assist in the 

creation of his “Universal Series,” a 4000-plus image catalogue that includes nearly 2000 

images of national heritage sites in the British Isles.302  Frith & Co. also moved to acquire 

other photographers’ negatives, including “two folio volumes of [Roger] Fenton’s large 

plate views.  One was devoted to English cathedrals, the other to landscapes, and they 

were handsomely bound with a specially designed Frith title page in each, incorporating a 

Fenton view.”303  Lloyd notes that by the 1880s Frith & Co. had ceased to indicate the 

names of the original photographers and instead catalogued the views by location.304  In 

this way, the firm moved to create the largest body of photographic images of England 

for consumers and travelers—both armchair and actual—in the late nineteenth century.  

Gardner selected many of the Frith’s “Universal Series” for her 1879 albums, and these 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
301 Valerie Lloyd, “The Files of Francis Frith,” The V&A Album, No.2, 344. 
302 I discuss the early career of Francis Frith in the first chapter of the dissertation.  At the time of this 
writing, there are no studies of the company’s work in England that are comparable to Douglas Nickel’s 
investigation of Frith’s work in Egypt and the Holy Land. The V&A provides a brief history of Francis 
Frith & Company and its work in England on its website. Accessed 12 February 2015 
http://collections.vam.ac.uk/item/O83305/trafalgar-square-photograph-frith-francis/. 
303 Valerie Lloyd, “The Files of Francis Frith,” The V&A Album, No.2, 344. 
304 John Physick helped the Victoria and Albert Museum to acquire the most complete print version of the 
“Universal Series” in 1953.  In many cases, the photographs are mounted on the original cards that Frith & 
Company used to file the images sequentially.  In a letter related to the acquisition of this archive in the 
files of the V&A, Physick notes that “I arranged that the Museum would take the ‘index’ cards and spare 
prints—the reasons for this was that the cards would be essential in order to establish, so far as possible, a 
list of all Frith’s early photographs.  What Frith offered was all the photographs up to about 1870/80—after 
that they were keeping the rest.”  Author notes from accession files, photography department, Victoria & 
Albert Museum, London, UK. 
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may be recognized by the firm’s blind stamp—“Frith’s Series”—in the lower left corner 

of the print (Figure 2.4).305 

 Scottish photographers Francis G.O. Stuart and George W. Wilson were also 

successful in commercializing British landscape views through comprehensive 

photographic series in the nineteenth century.  Stuart initially gained recognition for his 

portraiture and later moved into topographical views for the tourist market.306  Two 

exhibition catalogues published in 1880 and 1883 by the Royal Photographic Society list 

Stuart’s contributions, including views of St. Paul’s Cathedral, the Crystal Palace, the 

House of Commons, and a box of photographs titled “Brighton on a Bank Holiday.”307  

His photographs in Gardner’s albums are recognizable for his signature—the initials 

“F.G.O.S.” scratched in a series onto the bottom edge of the negative (Figure 2.5).308  

Wilson’s firm, like Frith’s, produced both photographic books and stereoscopic views for 

mass consumption beginning in the 1860s.  In a series titled Photographs of English and 

Scottish Scenery, Wilson compiled “gift books” containing a dozen photographic 

landscape views and letter-pressed descriptive text devoted to illustrating notable features 

in specific regions of the United Kingdom.  In an 1868 gift book dedicated to the 
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305 For examples of Frith & Co.’s blind stamp in Gardner’s 1879 albums, see Volume 1, 25-29. 
306 Tourism was a burgeoning industry in late nineteenth century England and photographs like the ones 
Gardner collected would have been purchased by both British nationals and foreign visitors on holiday.  A 
fuller study of the market for British photography of English subjects is needed; for an analysis of the 
tourist experience of London, see: Joseph Henry DeSapio, Modernity and Meaning in Victorian London: 
Tourist Views of the Imperial Capital (Basingstoke, England: Palgrave Macmillan, 2014).  For information 
regarding literary tourism of England, see: Nicola Watson, ed., Literary Tourism and Nineteenth Century 
Culture (Basingstoke, England: Palgrave Macmillan, 2009).  Two of Stuart’s photographic portraits are 
held in the National Portrait Gallery UK, accessed via the museum’s website 12 February 2015 
http://www.npg.org.uk/collections/search/person/mp148522/francis-godolphin-osborne-stuart?role=art. 
307 DeMontfort University maintains a digital database of exhibitions at the Royal Photographic Society 
from 1870 to 1915.  Scans of the catalogues mentioning F.G.O. Stuart were accessed 12 February 2015 
http://erps.dmu.ac.uk/exhibitor_details.php?year=1883&efn=F.+G.+O.+Stuart. 
308 For examples of Stuart’s signed prints in Gardner’s 1879 albums, see Volume 1, 12-15. 
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“Trossachs and Loch Katrine,” for example, Wilson tipped in a three-quarter-length view 

of a placid lake and mountains bearing the caption “Loch Achray and Ben Venue.”309  On 

the following page he describes the size of the features depicted, assures the reader that 

the view is taken from an ideal point on the trail around the lake, and quotes several lines 

of (unattributed) verse to evoke the sound of birdsong along the lakeshore.310  Wilson’s 

photographs were also sold as stereoscopic cards and loose prints for individual album 

creation.311  Like Stuart’s prints, the Wilson images in Gardner’s albums may be 

recognized by his signature scratched into the bottom edge of the negative (Figure 2.6).312 

 Frith, Stuart, and Wilson photographed major British cathedrals for their series in 

response to increasing scholarly and popular interest in matters of national heritage and 

the preservation of antiquities.  The publication of John Ruskin’s The Stones of Venice 

between 1851 and 1853 marked an especially important turning point in public attention 

to Gothic architecture and the imagined social, political, and aesthetic virtues of 

preindustrial Europe.  In the chapter titled “The Nature of the Gothic” from volume two 

of The Stones of Venice, Ruskin decries the effects of factory labor upon the human spirit, 

saying that  

We have much studied and much perfected, of late, the great civilized invention of 
the division of labour; only we give it a false name.  It is not, truly speaking, the 
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309 George W. Wilson, Photographs of English and Scottish Scenery; Trossochs and Loch Katrine (London: 
Marion & Co., 1868). 
310 George W. Wilson, Photographs of English and Scottish Scenery; Trossochs and Loch Katrine (London: 
Marion & Co., 1868). 
311 The Victoria and Albert Museum holds a small collection of George W. Wilson’s stereoscopic views, 
some of which have been digitized.  Accessed via the V&A Museum website 12 February 2015 
http://collections.vam.ac.uk/search/?offset=0&limit=15&narrow=1&q=%22g.w.+wilson%22&commit=Sea
rch&after-adbc=AD&before-adbc=AD&gallery%5B%5D=565&slug=0. 
312 For examples of Wilson’s signed prints in Gardner’s 1879 albums, see “Albums of England and 
France,” 1879, Volume 1, 9, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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labour that is divided, but the men:—Divided into mere segments of men—broken 
into small fragments and crumbs of life; so that all the little piece of intelligence that 
is left in a man is not enough to make a pin, or a nail, but exhausts itself in making 
the point of pin, or the bead of a nail…And the great cry that rises from all our 
manufacturing cities, louder than their furnace blast, is all in very deed for this,—
that we manufacture everything there except men…313 

 
Gothic architecture provided Ruskin with a set of historical models evoking the antithesis 

of the fruitless toil described in the above passage.  Ruskin upheld the ecclesiastical 

architecture of medieval Europe as an exemplar of labor practices that were 

comparatively fair to individual craftspeople, and saw the ennobling potential of the 

cathedral as a structure born from generations of cooperation and negotiation between 

skilled tradespeople and their patrons.  Isabella Stewart Gardner collected a number of 

works by Ruskin, including St. Mark’s Rest and Arrows of the Chace and became 

intimately familiar with his theories through her friendship with Charles Eliot Norton, 
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313 John Ruskin, The Stones of Venice: The Sea-Stories, “The Nature of the Gothic” (London: Smith, Elder 
& Co., 1853), 165. 
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who was Ruskin’s close friend and literary executor.314  At the same time, Ruskinian 

thought pervaded the literature of tourism surrounding England, and even the briefest of 

travel pamphlets—from Murray’s Handbook for England and Wales to the WRTA’s A 

Summer in England—would feature chapters outlining the hallmarks of medieval 

building styles.  By the time the Gardners arrived in England, Ruskin’s friend and fellow 

reformer William Morris had founded the Society for the Preservation of Ancient 

Buildings (SPAB), an organization which Diane Waggoner describes as “a powerful 

conservation lobby that campaigned against the excesses of the contemporary ‘restorers’ 
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314 Isabella Stewart Gardner, A Choice of Books From the Library of Isabella Stewart Gardner, Fenway 
Court (Boston, MA: Merrymount Press, 1906), 59.  Professor Charles Eliot Norton was Professor of Fine 
Arts at Harvard University from 1873 to 1898. Norton was a multifaceted intellectual who pursued interests 
in archeology, the history of art, and Classical studies through his teaching, his friendships with a wide 
range of influential scholars and social reformers, and in the establishment of the Archeological Institute of 
America and the American Academy in Rome.  Norton was a close friend of John Ruskin’s and was his 
literary executor.  As Morris Carter notes, Norton had a profound influence in Gardner’s personal 
development: “One of the friends who most influenced and aided Mrs. Gardner was Professor Charles Eliot 
Norton.  Courtly in his courtesy, the gentlest and kindliest of men, and one of the most courageous, devoted 
to the discouraging task of spreading culture among his practical countrymen and of creating an intelligent 
love of beauty and of honest, clearly perceived ideals, he was happy to welcome a recruit so clever, so 
wealthy, and in her own circle so influential as Mrs. Gardner” (Carter, 39). Gardner attended Norton’s art 
historical lectures at Harvard in 1878 and subsequently attended meetings of Norton’s Dante Society (see: 
Carter, Isabella Stewart Gardner and Fenway Court, 93-95; Shand-Tucci, The Art of the Scandal, 38-39).  
For further reading on the life and substantial intellectual contributions of Charles Eliot Norton, see: Linda 
Dowling, Charles Eliot Norton: The Art of Reform in Nineteenth Century America (Durham, NH: 
University of New Hampshire, 2007); James C. Turner, The Liberal Education of Charles Eliot Norton 
(Baltimore, MD: Johns Hopkins University Press, 1999); John Lewis Bradley and Ian Ousby, The 
Correspondence of John Ruskin and Charles Eliot Norton (Cambridge, UK: Cambridge University Press, 
1987); Theodore E. Stebbins, Jr., et al, The Last Ruskinians: Charles Eliot Norton, Charles Herbert Moore, 
and Their Circle (Cambridge, MA: Harvard Art Museums, 2007).   
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of ancient buildings.”315  Morris believed that the preservation of these buildings held 

great implications for the future health of society and placed his beliefs in spiritual terms: 

For what is left we plead before our architects themselves, before the official 
guardians of buildings, and before the public generally, and we pray them to 
remember how much is gone of the religion, thought and manners of time past, never 
by almost universal consent, to be Restored; and to consider whether it be possible to 
Restore those buildings, the living spirit of which, it cannot be too often repeated, 
was an inseparable part of that religion and thought, and those past manners.316 

 
The restoration of the “religious thought” and “past manners” mentioned in Morris’s 

manifesto held an appeal to progressive citizens of England in the late nineteenth century, 

and as a devoted Anglo-Catholic Gardner visited the cathedrals throughout the 

countryside with equal reverence for the historical structures and their significance to her 

faith.  Douglas Shand-Tucci correctly identifies the five-year period between 1874 and 

1879 as a time of pilgrimage for Isabella Stewart Gardner and asserts that Gardner’s 

deepening religious faith was important to her travel planning.317  He suggests that her 

journey through the Middle East in 1874-1875 and “this ecclesiastical peregrination in 

the summer of 1879” were connected to her evolving spiritual life, which centered upon 
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315 Diane Waggoner, The Beauty of Life: William Morris & The Art of Design (London, UK: Thames and 
Hudson, 2003), 22.  The Society for the Protection of Ancient Buildings was constituted in 1877 with 
Morris as its secretary.  It was organized in reaction to the conservation efforts that had arisen from 
proponents of the Gothic Revival, who sought to restore medieval churches (and eventually important 
secular buildings) to their former state by using what Chris Miele calls “methods of stylistic analysis and its 
quasi-scientific theories of mimesis” to either fully rebuild copies of ancient buildings or to make 
“conjectural restorations based on archeological evidence.”  See Chris Miele, “The Conservationist,” in 
Linda Parry, William Morris (New York, NY: Harry N. Abrams, 1996), 72.  The Society relied upon 
Morris’s celebrity status to publicize its campaigns against these radical interventions by conservators, 
although by 1890 his participation in the group had diminished due to his increasing activism for the 
Socialist cause. 
316 William Morris, “Manifesto of the Society for the Protection of Ancient Buildings” (SPAB), March 
1877, accessed via the Society for the Protection of Ancient Buildings website 12 February 2015 
http://www.spab.org.uk/what-is-spab/the-manifesto/.  
317 For discussions regarding Gardner’s uses of travel in the 1870s, see Carter, Isabella Stewart Gardner 
and Fenway Court, 35-51; Tharp, Mrs. Jack, 48-68; Shand-Tucci, The Art of the Scandal, 30-41. 
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the Church of the Advent in Boston.318  Under the direction of Father Charles Grafton, 

who was responsible for “the erection of a magnificent new Ruskinian Gothic Church of 

the Advent between 1878 and 1883,” Gardner appreciated the Church’s attentiveness to 

aesthetic principles, which were also “so evident in the Advent’s famously beautiful 

liturgy, designed by Grafton.”319  Gardner contributed to the beauty of the Advent in this 

same period by providing the funding for a new screen that would be placed behind the 

high altar.320  Gardner would work with the British architect Harold Peto in the design of 

the reredos, which were commissioned in the 1870s but only revealed to the public in 

1891.321  Douglass Shand-Tucci states that the splendor of the reredos augmented the 

“Gothic religious spectacle” of the Advent’s liturgy and also served to promote Gardner’s 

“interest in the signal contribution of women to church history” in their depiction of 
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318 Shand-Tucci, The Art of the Scandal, 40.  The Church of the Advent is an Anglo-Catholic Episcopal 
congregation with roots in the Oxford Movement (also known as the Tractarian Movement).  The Oxford 
Movement was a Catholic revival movement within the Church of England that began at the University of 
Oxford in the 1830s.  It emphasized a return to the traditions and rituals of the Church prior to the 
Reformation.  For a complete history of the movement and its principles, see: C. Brad Faught, The Oxford 
Movement: A Thematic History of the Tractarians and their Times (University Park, PA: Pennsylvania 
State University Press, 2003); Stewart J. Brown and Peter B. Nockles, eds., The Oxford Movement: Europe 
and the Wider World 1830-1930 (Cambridge, UK: Cambridge University Press, 2012). As Shand-Tucci 
notes, Gardner’s spiritual director and confessor at the Church of the Advent was Father Charles Chapman 
Grafton, a “Bostonian of old family and liberal abolitionist sympathies, educated at Harvard [who]…would 
go on to be bishop of the Episcopal Church and the leader of its high church or Anglo-Catholic wing.”  
Grafton was also a member of the first Anglican order of monks.  See Shand-Tucci, The Art of the Scandal, 
30-32. 
319 Shand-Tucci, The Art of the Scandal, 31-32. 
320 Carter, Isabella Stewart Gardner and Fenway Court, 49. 
321 Carter, Isabella Stewart Gardner and Fenway Court, 120.  It is not clear how Gardner and Peto came to 
know one another, but it is possible that she learned about his work when she traveled in England in 1879.  
Harold Peto was an architect and garden designer whose work with Ernest George defined the luxurious 
townhomes of the Mayfair and Kensington neighborhoods in London in the 1880s.  After leaving the firm 
of Peto & George in 1892, Peto pursued his interest in garden design and is now considered an important 
Edwardian landscape architect.  For further reading on the life and career of Harold Peto, see: Christopher 
Webster, The Practice of Architecture: Eight Architects, 1830-1930 (Reading: Spire Books, Ltd., 2012); 
Robin Whalley, The Great Edwardian Gardens of Harold Peto: From the Archives of Country Life 
(London, UK: Aurum, 2007). 
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numerous female saints.322  The aesthetic framework of her faith inspired Gardner outside 

of the Advent as well.  Alan Chong points out that Gardner’s first purchase of fine art 

occurred in 1875 and was a “set of six [medieval] glass windows painted for the Duomo 

in Milan which now adorn the Gothic Room and the Chapel” in Fenway Court.323  The 

1870s were therefore a time in which Gardner’s growing interest in fine art was enriched 

by the spiritual life she found at the Church of the Advent.  Her intellectual absorption of 

Ruskin’s writings and the cathedrals championed by his friend Morris was filtered 

through these experiences and enhanced by her respect for the Gothic as a vital, visual 

expression of her faith. 

As was the case in her approach to the canonical sites of Egypt and the Holy Land 

five years prior to their cathedral tour, Gardner sought a connection to history that was 

rooted in materiality and informed by the most recent studies of the built environments 

through which she traveled.  The photographic artifacts that she collected in the 1879 

albums are therefore not only relics of a pivotal moment in the history of British visual 

culture, but objects imbued with critical meanings she had apprehended through her 

readings and friendships stateside. 

Photographic Assemblages in the 1879 Albums 

 Gardner maintained travel albums throughout her journeys in a diaristic fashion, 

placing photographs, pressed botanicals, and paper souvenirs alongside her notations 
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322 Shand-Tucci, The Art of the Scandal, 142. 
323 Alan Chong, “Collecting Crosses: Mrs. Gardner and J.P. Morgan” in Alan Chong, et al, The Art of the 
Cross: Medieval and Renaissance Piety in the Isabella Stewart Gardner Museum (Boston, MA: Isabella 
Stewart Gardner Museum, 2001), 18. 
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regarding the date and sites from which these inclusions were gathered.324  In his 

discussion of Gardner’s subsequent travel album making in Asia between 1883 and 1884, 

Alan Chong notes that “Isabella spent long hours arranging the albums as she traveled, in 

order to freshly preserve her memories, although, as might be expected, her attention 

diminished towards the end of the year-long voyage.”325  Each of the albums in the 1879 

England series therefore demonstrate Gardner’s recursive efforts to collect and display 

artifacts of her perambulations around London and the English countryside.  The majority 

of these inclusions pertain to her study of Gothic architecture and her visits to major 

British cathedrals, but her other inclusions reveal the diversity of her experiences while 

there: she attended galas, she went to art galleries, she visited with royalty, she rowed on 

the Thames.  In short, the albums show a balance of cultural activities directed towards 

the experience of an authentic British holiday.  The sixty-three pages of Volume 1 hold 

one hundred and twenty-three photographs, one hundred and eighteen heraldic cut-outs, 

press clippings, tickets, programs, and newsprint illustrations, as well as eight botanical 

samples; the sixty-seven pages of Volume 2 contain one hundred and fifty-five 

photographs, seventy-three bits of paper ephemera, and nine pressed plants.  As is the 
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324 Although a great many travel albums from the late nineteenth century survive in photographic 
collections around the world, provenance—or rather lack thereof—presents a continual challenge to 
researchers seeking to establish normative strategies for the sequencing of items within these albums.  In 
the absence of written itineraries, it can be difficult to say whether a particular album maker composed an 
album on the go or after the trip.  Alison Nordström notes that 15 of the 46 albums of William Vaughn 
Tupper have date ranges on their covers, for example; by extrapolating from these, she could determine that 
the albums were created over a period of several years, but not precisely when the entries to the albums 
were made.  See: Alison Nördstrom, “Making a Journey: The Tupper Scrapbooks and the Travel They 
Describe,” in Edwards and Hart, Photographs Objects Histories: On the Materiality of Images, 81-95. 
Gardner’s albums are unique in that they contain itinerary information via her captions as well as date 
ranges; most importantly, they can be vetted against the significant biographical information of her life. 
325 Alan Chong, “Introduction: Journeys East,” in Alan Chong and Noriko Murai, et al, Journeys East: 
Isabella Stewart Gardner and Asia (Boston, MA: Isabella Stewart Gardner Museum, 2009), 19. 
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case with her Asian albums, Gardner’s energies and interest also appear to wane in the 

last volume of the 1879 England albums: at fifty-eight pages, Volume 3 contains one 

hundred and sixteen photographs, forty-three items in print, and one botanical inclusion.  

Nonetheless, these three albums of England present a series of assemblages that compel 

readers’ attention through their inventive graphic arrangements and the resultant interplay 

of artifacts meant to evoke a real-time experience of Gardner’s journey. 

 The 1879 albums were created on a family trip, but the journey that is recorded 

within their pages does not include references to Gardner’s traveling companions, nor do 

photographs of family, friends, or Gardner herself appear.  Almost without exception, and 

like her “Egypt Diary,” Gardner limited her photographic selections to landscape and 

architectural views.  While many of the landscape views contain staffage, just six of the 

three hundred and ninety-four photographs in the albums feature human beings as their 

primary subject.  Her selections reveal the intensity of her focus upon the decorative and 

spatial qualities of English ecclesiastical environments and catalogue a nearly private 

experience of the cultural heritage sites she traversed.  As the pages of the albums unfold, 

the viewer is given the experience of traveling alongside Gardner and guided through the 

spaces under her direction.  This is not to suggest that the albums reveal Gardner’s 

devotional responses to these spaces.  Gardner was a deeply religious woman, and her 

decision to visit the cathedrals at Chester, Canterbury, St. Albans, Lichfield, Winchester, 

Salisbury, Chichester, Ely, Peterborough, Lincoln, Beverly, York, Durham, and Oxford, 

as well as Westminster Abbey and St. Paul’s in London, was informed by her Anglo-

Catholic faith.  Nonetheless, the photographic collages in her albums overwhelmingly 
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record her aesthetic, intellectual, and social responses to the ecclesiastical sites on the 

family’s itinerary, and references to her spiritual meditations within these spaces are 

absent.  On the few occasions when she provides a reflective caption to accompany a 

photograph of a Gothic building, as she does in her entry regarding Salisbury Cathedral 

on July 19, matters of faith are subsumed by contemporary concerns: “Men in those 

olden days had convictions, we moderns have only opinions; and something more than a 

mere opinion is necessary to the erection of such a Gothic cathedral,” (Figure 2.7).326  As 

portable archives of her journey, the 1879 albums look beyond matters of family and 

faith and speak to the intellectual evolution of their creator, whose opinions about the role 

of art in society were rapidly developing into convictions. 

 Although most of the photographs within the 1879 albums pertain to cathedral 

architecture, Gardner included photographs from a range of other cultural heritage sites 

as if to illustrate the breadth of her itinerary and present her touristic bona fides.  Gardner 

made a point of including photographic evidence of her tours of the grounds and art 

collections at several aristocratic estates established in the sixteenth and seventeenth 

centuries—including Hampton Court, Chatsworth House, and Hatfield House—and 

eleven of the oldest colleges at Oxford University.  Still, it is clear from the sheer number 

of her photographic selections pertaining to ecclesiastical architecture that medieval 
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326 Isabella Stewart Gardner, “Great Britain” travel albums Volume 2, 1879, 1, Archives of the Isabella 
Stewart Gardner Museum.  Gardner quotes Heinrich Heine herein; for context, see Heinrich Heine, J. 
Snodgrass, ed., Wit, Wisdom and Pathos from the Prose of Heinrich Heine (Boston, MA: Cupples & Hurd, 
1888), 212. 
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cathedrals commanded the greater part of her attention.327  Within the first pages of 

Volume 1, for example, Gardner includes three photographs of the exterior and gardens 

of Hampton Court, five photographs of paintings from the National Gallery (including 

Thomas Gainsborough’s “Mrs. Siddons,” two portraits by Giovanni Moroni, a study of 

children’s heads by Joshua Reynolds, and a painting of two Cavalier King Charles 

Spaniels by Edwin Landseer), a photograph of London Bridge, another of the Tower of 

London, and an image of two men with the self-explanatory caption “Beefeaters.”328  

Within these same pages, however, she pasted nine photographs in total of the exterior 

and interior of Westminster Abbey (Figure 2.8).329  This pattern continues throughout the 

series: in Volume 2, Stonehenge merits a single landscape view, Hatfield House (a site to 

which Gardner was accompanied by Henry James) is memorialized in one exterior shot 

and three views of the galleries, and Ely Cathedral is remembered through no less than 

seventeen photographs of the exterior and interior (Figure 2.9).330  Even picturesque 

views of the English countryside are scarce, aside from a single photograph of the nature 

preserve at Kingly Vale and two of the trees at Burnham Beeches.331  The photographic 
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327 Of the 394 photographs in the 1879 series, just 79 of the photographs in Volumes 1 and 2 contain 
photographs of buildings or objects unrelated to the Church of England. Because the 30 photographs of 
Oxford in Volume 3 combine exterior views of the Gothic colleges and their chapels as well as images of 
the town cathedral and Iffley Church, these views are thematically aligned with the sacred as well. 
328 Isabella Stewart Gardner, “Great Britain” travel albums Volume 1, 1879, 5-15, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  
329 Isabella Stewart Gardner, “Great Britain” travel albums Volume 1, 1879, 5-15, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
330 Isabella Stewart Gardner, “Great Britain” travel albums Volume 2, 1879, 9-27, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  In a letter dated July 15, 1879, James writes to Gardner: “I have 
just heard from the housekeeper at Hatfield, who puts us off to next week, as the Family (with a very big 
capital) are to be there in the interval.  On Friday, then, I shall propose the following Wednesday or 
Thursday.”  See Zorzi, Henry James: Letters to Isabella Stewart Gardner, 55. 
331 Isabella Stewart Gardner, “Albums of England and France,” Volume 2, 1879, 15 and 20-21, Archives of 
the Isabella Stewart Gardner Museum, Boston, MA. 
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portrait of England that emerges from the 1879 albums is therefore one dominated by the 

grandeur of its Gothic architecture, and reveals Gardner’s preoccupation with the 

construction and ornamentation of those sites.  Although she did not sample the 

architectural styles of medieval England in her museum, Gardner’s close observation of 

Gothic forms would assist her integration of medieval architectural remnants in the 

courtyard and cloisters of her museum. 

 Gateways abound in Gardner’s albums, and the assemblages within the 1879 

albums are designed to evoke a sense of immediacy and discovery in the viewer.  

Gardner crafted the pages of these albums to document the specifics of her journey, yet 

she also strove to extend a kind of virtual experience to her future audience through her 

selection and arrangement of specific photographic, print, and horticultural artifacts from 

key sites.  Throughout these assemblages, visual references to portals abound, and the 

viewer has the sense of being poised with Gardner on the threshold of multiple, 

revelatory scenes.  By reading her albums as a series of installations designed to convey 

her experience of the built environment, as well as her reception of the natural landscape 

and her social activities across these spaces, readers gain primary insights into the ways 

in which the journey shaped her design strategies and curatorial practices at the end of the 

nineteenth century. 

 Gardner’s photographic assemblages of cathedral architecture reveal her effort to 

approximate the experience of walking through these spaces, as well as the manner in 

which she sought to deconstruct—and therefore comprehend—the architectural 

components of each space.  While Gardner compiles many visually arresting collages of 
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her cathedral tours—Salisbury, Lincoln, and York in particular—the nine pages she 

devotes in Volume 1 to her journey through Canterbury Cathedral present the best 

evidence of these visual and material processes.332  She begins the section on Canterbury 

by composing a page to illustrate her passage to the town, pasting a small, square print 

illustration of a crowded stagecoach led by doubled teams of horses through driving rain 

in the left-hand corner of the page (Figure 2.10).333  The caption reads “Went to Seven 

Oaks by Coach—Saturday June 21.  From there by train to Canterbury.”  To the right of 

this illustration is a photograph captioned “West Gate—Canterbury” that occupies the 

right-hand corner of the page, which stretches down to meet a photograph of “St. 

Martin’s—‘The Mother church of England” that takes up most of the bottom third of the 

page.334  Along the top edge of the page and between the stagecoach and the photograph 

of St. Martin’s, Gardner pasted two small polychrome lithographed coats of arms, 

encouraging the viewer to scan the page from top to bottom through these dashes of 

color. While the photographs carry the viewer from one of the town’s medieval portals 

into the stretch of grass outside one of its historic churches, the print illustration conveys 

the humorous reality of Gardner’s uncomfortable journey to them, creating a playful 

narrative of her initial experiences there. 

 The following page provides a revelatory glimpse into Gardner’s passage to the 
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332 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 25-34, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
333 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 25, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.  Gardner often uses the image of the stagecoach, which 
appears to have been trimmed out of a magazine or newspaper, in the 1879 albums as humorous 
illustrations of the family’s peripatetic ramblings throughout the countryside. 
334 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 25, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.   
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cathedral and presents an almost stereoscopic experience of approaching the building for 

her album’s viewers (Figure 2.11).  Along the top of the page, Gardner has pasted three 

coats of arms pertinent to Canterbury, setting one black-and-white emblem in the left and 

right corners and a bright gold, red, and blue emblem at least five times their size in the 

top center of the page.335  Below the polychrome coat of arms is a photograph that 

occupies most of the center of the page, captioned “Christchurch Gate.”  This photograph 

is flanked by two other photographs of curved doors, which appear to have been hand-

trimmed from a single original print of the doors closed together.  Having no caption of 

their own, these parenthetical doors are set to the right and left of the larger photograph 

of Christchurch Gate as if to demonstrate that they are a part of it.  The effect upon the 

page is nearly three-dimensional: the trimmed doors on either side of the larger 

photograph open out to the Gate, signaling the visitor’s eventual progress through the 

gate and to the cathedral, which can be glimpsed through the archway at the bottom of 

the gate.  At the same time, the viewer understands that the doors on either side of the 

photograph are the same shape as the archway within the Gate, and therefore appear to be 

close-ups of the doors that are open (and therefore invisible) in the photograph.  Like the 

pages in a children’s pop-up book, Gardner’s composition presents a dynamic and 

optically flexible view of the entryway to the cathedral grounds through her creative 

sampling and arrangement of architectural elements.  At the same time, the composition 
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335 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, page 26, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.  The coats of arms that Gardner selects for each album 
entry correspond to the site she visits—in other words, the place name appears on the heraldic device.  As I 
discuss later in this chapter, Gardner places a small coat of arms on the front of her museum in the early 
twentieth century. 
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encourages the viewer to place herself at the scene, joining Gardner on the approach to 

the great cathedral and admiring the intricate carving upon the surfaces of the doors along 

the way. 

 When selecting the photographic documents that would represent the cathedrals 

on the 1879 itinerary, Gardner follows a fairly consistent pattern of working from the 

outside into the buildings themselves.  To that end, ideal views of the cathedral 

exteriors—chosen, in most cases, to show the most recognizable or distinguishing 

features of that structure for her future audiences—appear before any photographs of 

exterior ornament or the buildings’ interiors.  Her series regarding Canterbury is no 

exception to this rule, and on the third page in the sequence Gardner pastes a nearly full-

page elevated view of the cathedral from the top of Christchurch Gate (Figure 2.12).336  

The photograph is one of Frith’s “Universal Series” and shows the cathedral’s spires and 

flying buttresses in sharp focus from a vantage point above the treetop that peeks in the 

bottom right-hand corner of the image.  Above this photograph Gardner has pasted four 

little flowers ranged in a row that have browned to the same sepia hue as the photograph.  

The simple lines of these flowers, which appear to be chamomile blossoms, extend the 

organic decorative elements of the cathedral beyond the frame and into the realm of the 

tactile and three-dimensional.337  In the late nineteenth century, this quartet of flowers 

would have have retained their original color and complemented the bright colors of the 
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336 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, page 27, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
337 Pressing flowers into books and albums for memory keeping was a common practice in the nineteenth 
century.  Gardner appears to have selected botanical elements included within the albums at the sites 
depicted within the photographs; any private significance beyond this practice has been lost to time.  She 
often selected horticultural samples to include in her travel albums, including her ones of Asia. 
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three coats of arms that punctuate the bottom left, right, and center of the page below the 

photograph.  When taken together, the flowers and the heraldic emblems repeat the 

number of towers visible on the west facade and the buttresses on the south side of the 

building, showing Gardner’s attentiveness to balancing the two-dimensional elements 

within the photographs with the three-dimensional elements of the other elements within 

the assemblages.  These humble souvenirs from the grasses surrounding the great 

cathedral serve as relics from the site and act as temporal markers of Gardner’s 

pilgrimage.  Most importantly, they provide material evidence of the viewer’s passage 

through Christchurch Gate to the greensward and cathedral grounds on the other side. 

 At times, Gardner assembled the pages within the 1879 albums in horizontal pairs 

to create synchronous visual revelations into the spaces selected for display.  Pages 

twenty-eight and twenty-nine continue the virtual journey through Gardner’s Canterbury 

with twinned assemblages of two stacked, rectangular photographs aligned with the outer 

edges of the page and a series of eight polychrome coats of arms belonging to former 

archbishops of Canterbury extending down the spine side of the page (Figures 2.13, 

2.14).338  On page 28, the top photograph shows an ivy-covered medieval archway on the 

northeast side of the cathedral, whose pale spires rise serenely into the cloudless sky 

beyond.  Because it is all but subsumed by the plant life carpeting its unruly contours, the 

archway serves as a point of contrast to the cleanly-edged structure behind it and is a 

picturesque reminder of the cycles of creation, deterioration, and renewal embodied by 

the cathedral.  The lower photograph depicts a section of a timeworn cloister, its eroded 
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338 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, page 28, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 



!

!

145 

archways set with stone quatrefoils, the top edges of gravestones just visible along the 

bottom edge of the image.  Gardner employs the same visual strategy of moving from 

outside in on the facing page, with a view of the cathedral from the northwest captioned 

“Bell Harry Tower” occupying the top half of the page and a photograph of the crypt in 

the lower portion.339  Through these assemblages, the viewer perambulates the exterior of 

the building before plunging into its depths, noting all the while the repeated motifs of 

archways, buttresses, colonnades, and spires appearing throughout the structure as it 

unfolds upon the pages of the album. 

 This last effect is underscored by her assemblage on page thirty, in which a 

photograph captioned “The Glorious Choir of Conrad” (a reference to the martyrdom of 

Thomas Becket, archbishop of Canterbury) is framed by two halves of a photograph of a 

stone archway (Figure 2.15).340  Like the doors to Christchurch Gate on page twenty-

seven, the halves of the archway on page thirty are hand-trimmed and pasted around a 

central photographic view of a much larger architectural space, the choir of Canterbury 

cathedral.  The halved archway—whose origin is not noted but is presumably part of the 

cathedral as well—is an aperture whose curved lines echo the spans of the choir’s vaulted 

ceiling, and the two lithographed coats of arms pasted between the halves of this archway 

evoke the painted bosses set at the meeting points of the ceiling’s ribs.  While the central 
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339 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 29, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
340 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 30, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.  Thomas Becket was the archbishop of Canterbury who 
was murdered by knights of Henry II on 29 December 1170; he became a martyr for the church and the 
church became a site of pilgrimage.  Conrad was a 12th century prior of Canterbury Cathedral who 
constructed a choir famed for its beauty and scale.  The choir was damaged in a fire several decades later 
and was rebuilt in a later Gothic style. 
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photograph presents a grand, distant view the choir from an elevated vantage point at the 

inner edge of the transept, the halved archway was photographed in close proximity to 

the camera, so that the foliage and coats of arms hewn into the stone are clearly visible to 

and physically immediate for the viewer.  So, too, are the flagstones that extend from 

each of the lower edges of the archway and flow into the bottom part of the trimmed 

photograph, where the viewer can imagine stepping upon them to enter into the lofty 

space beyond them.  Gardner’s collage is designed to approximate the viewer’s entry 

from the archway into the choir, from the outside to the inner sanctum.  That she did so 

for this particular point in the cathedral is particularly apt, since the choir was the site of 

Becket’s murder, and her caption (most likely taken from her copy of Murray’s 

Handbook for England and Wales, as it uses the same phrase) underscores both the 

defining historical event and ongoing significance of the cathedral as a site of 

pilgrimage.341 

 Gardner used one of the last pages of her section on Canterbury to underscore her 

grasp of the literary and historical importance of the cathedral for her album’s readers.  

On page thirty-two, she places a photograph captioned “The Transept of the Martyrdom 

of Becket,” featuring a carved stone screen set with five flamboyant arches and a short 

central doorway, the fan-vaulted arches of the transept’s ceiling visible behind the 

organic finials of the screen (Figure 2.16).342  Above this photograph she placed the arms 

of Thomas Becket, and in the left corner of the page quoted the last four lines of the 
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341 John Murray and Company, Handbook for England and Wales, Alphabetically Arranged for the Use of 
Travellers, With an Outline Map (London, UK: John Murray, 1878), 89. 
342 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 32, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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prologue to the Canterbury Tales: “And specially from every shire’s end/Of Engle-land 

to Canterbury they wend,/The holy blissful martyr for to seek/That them hath holpen 

when they were sick.”  Gardner’s memory of these lines is not perfect, and her 

equivocation between Middle and phonologically contemporary English reveals a slight 

linguistic affectation on her part.  But in using a caption within the album to register an 

apt allusion to Chaucer, Gardner demonstrates her comprehension of the site as a cultural 

phenomenon beyond its architecture, as well as her knowledge of canonical English 

poetry.  In doing so, Gardner succeeds in conveying her passage through Canterbury 

cathedral as an experience of intellectual elevation, underscored by the repeated visual 

dynamics of her photographic assemblages: in each case, the viewer is meant to peep 

over, into, and ultimately beyond the elements within the frame to internalize the 

manifold lessons of her pilgrimage. 

 Gardner’s appreciation of Canterbury would remain with her and influence her 

acquisitions and later life at Fenway Court.  In her self-published catalogue of the rare 

books at the heart of her collection, A Choice of Books from the Library of Isabella 

Stewart Gardner, Fenway Court (1906), Gardner would list a manuscript of the 

Canterbury Ritual, a “[rare] processional with music” dating from 1474.343  Gardner and 

the architect of her museum, Willard T. Sears, would also host a reception in honor of the 

archbishop of Canterbury at Fenway Court in 1904.344  Yet the assemblages in the 1879 

albums also provide insight into Gardner’s interior design for the institution that would 
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343 Isabella Stewart Gardner, A Choice of Books from the Library of Isabella Stewart Gardner, Fenway 
Court (Boston, MA: Merrymount Press, 1906), 14. 
344 Carter, Isabella Stewart Gardner and Fenway Court, 192. 
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house her collections and foster cultural life on the cusp of Boston’s newest cultural 

district at the turn of the twentieth century.  Like the pages in these albums, in which 

photographs of Gothic architectural elements are hewn from their original sources and 

rearranged to frame the aesthetic pathways of Gardner’s imagination, the cloisters, 

courtyard walls, and galleries of Fenway Court are composed of medieval fragments that 

she arranged as portals to her collection.  From the Stylobate lion at the original main 

entrance, to the Romanesque arches in the Spanish cloister, to the choir stalls in the 

Tapestry Room, to the stained glass in the Chapel and Gothic Room, Fenway Court is a 

structure composed of material histories truncated and reassembled for new spatial and 

aesthetic purposes (figure 2.17).  While the elements she selected for Fenway Court were 

not derived from English Gothic sites, the habits of mind behind her architectural 

sampling are prefigured in the pages devoted to Canterbury.  In this way, the album 

demonstrates some of her earliest creative interventions in sculptural arrangement and 

prefigures her imaginative construction of Fenway Court.  To be clear: her attempts to 

translate the experience of Canterbury to the viewer are not drafts of her work to design 

the museum, as that project would not begin for another twenty years.  Nonetheless, the 

1879 albums demonstrate the inspirational effect of these Gothic spaces upon Gardner’s 

spatial imagination, and clearly display strategies of installation predicated upon the 

selection and rearrangement of decorative elements to evoke the experience of place. 

 Gardner’s use of botanical samples within the pages of the 1879 albums 

substantiates the theory that these albums provided an experimental space for her 

translation and arrangement of sculptural elements related to place.  In many instances, 
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horticultural artifacts appear as framing devices for photographic documents within the 

albums.  Gardner had a preference for yellow blossoms and selected wildflowers that 

appear to have been gathered on the sites depicted within the photographs.  On page two 

of Volume 1, two stems of cowslips line the right-hand edge of an external view of 

Chester cathedral, their tiny petals echoing the distinctive crenellations that line the outer 

crossing (figure 2.18).345  In an assemblage that includes a photograph of Covent Garden 

several pages later, four stems of ragwort are pasted around the right-hand side and top 

corner of the image, as if they were freshly picked from an herbalist’s stall inside the 

marketplace (figure 2.19).346  Nine pressed buttercups sprout along the top edge of an 

exterior view of St. Alban’s cathedral on page thirty-seven of the same volume, a 

photograph in which the lines of the freshly-mown grasses curve into the foreground of 

the image (figure 2.20).347  Five leaves from the majestic tulip trees surrounding Arundel 

Castle are pasted along the left-hand side of a photograph of the building, souvenirs of 

the walk uphill to the castle and its early medieval keep, which are depicted in a 

photograph at the bottom right corner of the page (figure 2.21).348  In the most striking 

example of this phenomenon, Gardner uses cuttings from a box tree to crown the top half 

of a photographic view of Ely Cathedral (figure 2.22).349  She bends the leafy stems 
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345 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 2, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
346 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 4, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
347 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 37, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
348 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 43, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
349 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 2, 22, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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around the top corners of the photograph and along the sides of the rectangle so that they 

encircle the skies above the cathedral’s towers and draw the viewer’s eye down to the 

grasses and tree-dotted landscape in the foreground.  The implication of a corona is 

further underscored by her placement of a large scarlet and gold coat of arms, also 

surrounded with bright green leaves, bearing a triple crown and bishop’s mitre at the top 

center of the page.  The overall effect is one of a triumphant halo, almost like the victor’s 

laurel wreath, designed to capture and hold the viewer’s attention to this photograph of 

the majestic landscape at Ely. 

 Since she was an avid and accomplished gardener herself, the fact that Gardner 

was collecting botanical samples throughout her journey is not surprising.  Yet her 

repeated arrangement of these floral elements around photographic documents points to 

her attention to the interplay between the natural landscape and the built environment and 

reveals a desire to integrate the two in conveying the spirit of place within her albums.  

Isabella Stewart Gardner would use her considerable horticultural expertise to create a 

vibrant green space in the inner sanctum of Fenway Court, the institution that defined her 

civic legacy.  Her interest in plant forms was not limited to living entities, however, and 

extended into her decorative strategies at Fenway Court through the selection of floral 

textiles and wall coverings.  Like the Gothic cathedrals she studied that summer in 1879, 

her courtyard was designed to integrate the organic with the eternal, and the ornamental 

qualities of the plant life blossoming at its core were integral to the design principles of 

her gallery installations. 

 In the same way that the 1879 albums use botanical elements in the framing of 
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photographic documents, the walls of the museum utilize plant forms in the formal 

organization of her art installations.  As Gardner biographer Louise Hall Tharp notes,  

The Raphael Room and the Dutch Room were the glories of the second floor.  From 
the Beacon Street parlor came red brocade to cover at least part of the Raphael 
Room walls.  There was more to match or harmonize in boxes sent home from 
Europe.  Around the doors, along walls at chair-rail height, up corners and at the 
ceiling line ran a delicate white meander pattern—a vine cut from wood.  It had 
adorned the Beacon Street parlor and Mrs. Gardner loved it.  Any decorator would 
have told her that it was impossible to combine Italian brocade with this French-
inspired modern trimming.  But any unprejudiced observer would have to admit that 
the effect was good!350 

 
The brocade in both the Raphael and the Dutch rooms displays stylized floral 

arrangements in repeated patterns whose elements are underscored by the aforementioned 

woodwork in both rooms.  In the Raphael Room, this woodwork looks like a small vine 

winding repeatedly around a central staff (Figure 2.23).  These spiny vines trace the 

edges of the room and provide a linear structure for the arrangement of paintings, 

sculpture, textiles, and other decorative elements along the walls of the gallery.  The 

same holds true in the Dutch Room, where the woodwork tracing the lines of the room 

and defining principal areas of installation is in a gilded double-leaf pattern (Figure 2.24).  

In both rooms, the plant forms of the woodwork direct the viewer’s eye from panel to 

panel, and create a cohesive grid for the visitor to scan.  These small but consequential 

decorative designs divide the rooms into linear sections that assist the viewing experience 

by grouping the objects and images within them and quietly asserting relationships 

between them.  While the interpretations of these sections and the rooms as a whole may 

be endlessly debated in the absence of the wall texts abhorred by Gardner, the woodwork 
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350 Tharp, Mrs. Jack, 239. 



!

!

152 

asserts a sense of order and alignment within the diverse collections of art and antiquities 

that she gathered from around the world.  Most crucially, the woodwork and art 

installations within these two rooms bear a strong a resemblance to Gardner’s assemblage 

of box leaves entwined about the photograph of Ely Cathedral, and underscore the 

manner in which Gardner’s strategies upon the page anticipated her curatorial preferences 

and techniques within the stage of Fenway Court. 

Mapping Social Networks and Aesthetic Influences Through Ephemera 

 Photography is central to the assemblages in Gardner’s 1879 albums, but the other 

forms of print ephemera that she selected and arranged within them provide important 

insights into her social activities in England and the impact of these pursuits upon her 

eventual museum.  Gardner was acutely aware of her social stature throughout her adult 

life, and her assemblages within the 1879 albums demonstrate her efforts to map herself 

onto the elite social networks within the city.  She routinely collected material evidence 

of her excursions to concerts, sporting events, lectures, theatrical productions, parties, and 

even a royal funeral and placed these on display in her albums for the admiration of her 

future readers.351  In this way, her assemblages highlight her adaptation of the travel 

album as a vehicle for self-promotion, a strategy that would carry over into her 

photographic guest books in the 1890s and continue through the first two decades of the 

twentieth century.352  At the same time, her arrangement of the ephemeral documents 
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351 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, pages 17, 18, 41, 45, 51, 
52, 53; Volume 2, 11 and 21, Archives of the Isabella Stewart Gardner Museum, Boston, MA.  Gardner 
does not include tickets to social events in Oxford or in France in Volume 3. 
352 I discuss Gardner’s photographic guest books and social networking strategies in greater depth in the 
third chapter of the dissertation. 
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within the 1879 albums reveal Gardner’s initial points of entry to social and artistic 

networks that would shape the evolution of her art collection and the philosophical 

intentions of her civic bequest. 

 Gemlike coats of arms are the most common non-photographic ephemeral 

inclusions within Gardner’s albums and signal her attention to the social histories and 

hierarchies inherent to the sites on her itinerary.  These brilliant red, blue, black, green, 

and gold emblems are pasted throughout Volumes 1 and 2 of the 1879 album series and 

within the pages devoted to Oxford in Volume 3.353  All of these were hand-trimmed by 

Gardner from pre-printed sheets of lithographed heraldry (figure 2.25).  The source of the 

heraldic ephemera in Volume 3 is unknown, but the emblems in Volumes 1 and 2 can be 

traced to several sheets that have survived in the archives of the ISGM.354  These 

“Illuminated Heraldic Sheets” were produced as souvenir materials for tourists by the 

firm of Marcus Ward and Company, a high-end stationer based in Belfast, Ireland in the 

nineteenth century, and sold in groups bearing titles such as “Arms of Cities and Towns 

in England” and “The Royal Arms of England.”355  The tiny emblems provide consistent 

dashes of color and gilt that vivify the otherwise monochromatic arrangements of black-

and-white photographs and written text on many pages.  At the same time, and more 

importantly, they register Gardner’s fascination with the symbolic representation of 

leading families and institutions throughout England.  Many years later, she would co-opt 
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353 Gardner did not use coats of arms in her entries regarding Paris and environs in Volume 3. 
354 See “album enclosures” for Isabella Stewart Gardner, “Albums of England and France,” 1879, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
355 I discuss the history and importance of this company in greater depth in the third chapter of this 
dissertation. 
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the notion of the aristocratic emblem for Fenway Court by commissioning her friend 

Sarah Wyman Whitman, an artist associated with the Arts and Crafts movement in 

Boston, to create a marble seal that would hang over the main entrance to the museum 

(Figure 2.26).356  This seal would bear her signature phrase, “C’est Mon Plaisir,” as well 

as the immortal phoenix, and serve as a quiet signal of her own efforts to establish her 

palace as a leading cultural institution.357 

 Most of the print souvenirs of social events appear in Volume 1 of the 1879 

series, and these attest to Gardner’s energetic efforts to penetrate London’s cultural life 

and elite social networks.  Several of these items indicate her attendance at events 

including members of the aristocracy.  On page eighteen of Volume 1, Gardner creates an 

assemblage of photographic, botanical, and print artifacts to imply her access to royalty 

(figure 2.27).358  At the top center of the page, she pastes a four-leaf clover above an 

exterior photograph captioned “Kensington Palace, June 13.”  At the bottom of the page, 

and over the program of a cricket match between Cambridge and Oxford Universities 

(which also featured music from the Coldstream Guards Band), a ticket of admission to 
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356 Shand-Tucci, The Art of the Scandal, 282.  Sarah Wyman Whitman was a close friend to Gardner and 
involved in the design reform movement in Boston.  She was a multifaceted and talented artist in a variety 
of media, including painting, stained glass, and book design, and like Gardner’s friend Julia Ward Howe a 
champion of women’s rights.  For further reading on the life and work of Sarah Wyman Whitman, see: 
Erica Hirshler, A Studio of Her Own: Women Artists in Boston, 1870-1940 (Boston, MA: Museum of Fine 
Arts, Boston,  2001); Marilee Boyd Meyer, Inspiring Reform: Boston’s Arts and Crafts Movement 
(Wellesley, MA: Davis Museum and Cultural Center, 1997). 
357 The significance of Gardner’s enigmatic motto, “C’est mon plaisir” (“It’s my pleasure”), is a perpetual 
riddle. Dianne Sachko Macleod notes that the French idiom serves “as a polite response to being thanked, 
implying that part of her pleasure rested in the acknowledgement she received for her magnanimous gift [to 
the public].”  When read this way, Gardner’s motto on the shield is at once gracious—visitors to her 
museum are “welcome”—and self-aggrandizing.  See: Dianne Sachko Macleod, Enchanted Lives, 
Enchanted Objects: American Women Collectors and the Making of Culture, 1800-1940 (Berkeley, CA: 
University of California Press, 2008), 91. 
358 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 18, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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the Hurlingham Club appears in the right-hand corner.  When read from top to bottom, 

the page makes her intentions clear: she is “lucky” to have toured the grounds at 

Kensington Palace, viewed a cricket match between two historic universities, and—most 

importantly—to have gained admission to a then-fashionable club that boasted the Prince 

of Wales (later King Edward VII) as an early patron.359  Less oblique references occur on 

page 41, in which she composes an amusing collage of two cutout caricatures of a 

Coldstream Guard and a Hussar surrounding the seal of the Court with the caption 

“Wednesday June 25, the Prince of Wales held a levée [an audience with members of the 

public]” (Figure 2.28).360  On page fifty-two, she covers the page with souvenirs of her 

invitation to and attendance at the funeral of Prince Louis Napoleon who, as the 

memorial card pasted beneath his photographic portrait attests, “volunteered to join the 

British Army in the Zulu War” (Figure 2.29).361  Gardner festoons his portrait with hand-

trimmed paper violets to match the lavender invitation in the left-hand corner, a symbol 

of her appreciation for his sacrifice and the fragility of life. 

 Perhaps the most intriguing of these allusions to royal access is the invitation to 

“A Morning Concert” hosted by the “People’s Entertainment Society” under the 

patronage of the Duchesses of Edinburgh and Teck (Figure 2.30).362  This event was 

hosted by a charitable society that “[supplied] harmless and cheerful recreation for the 
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359 The Hurlingham Club website provides a brief history of the institution, accessed 12 February 2015 
http://www.hurlinghamclub.org.uk/about-the-club/history/club/. 
360 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 41, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
361 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 52, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
362 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 53, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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poor during the winter months with the object of attracting them from low-class 

resorts.”363  Gardner’s presence at a small charitable gathering is notable, as the invitation 

demonstrates her success in penetrating the outer ring of the elite social circles within the 

city.  As a wealthy American, she made an attractive guest to the fundraisers who were 

her hosts, and she gained the privilege of boasting their acquaintance in her travel album.  

Still, Gardner kept her sense of humor when rubbing elbows with these minor members 

of the aristocracy.  Clover Adams describes that clear-headedness in a letter to her father 

about another gala that she attended with Gardner a few weeks before this concert:  

Mrs. Jack Gardner was there, and we had some twenty minutes side by side in the 
vestibule waiting for our respective broughams, and sympathized over the awful 
gowns.  Down come an elderly female in black, followed by a jolly-looking very 
fat one, and the Britons fall back on either side and bend their sovereign-loving 
knees, because it’s the Grand Duchess of Mecklenburg-something and her sister 
Mary of Teck.  Mrs. Gardner and I smile pityingly on the Britons.364 

 
 Beyond its social implications, the invitation indicates Gardner’s nascent interest 

in charitable organizations dedicated to the arts and the expansion of public access to 

higher culture.  This philanthropic turn would mature into a definitive course of civic 

engagement in the years following her journey through England.  As her biographer 

Douglass Shand-Tucci notes, Gardner’s charitable efforts in the 1880s and 1890s were 

numerous and notable for the directness of her interventions in the lives of impoverished 

Bostonians.365  According to Shand-Tucci, Gardner worked closely with Arthur Crawshay 

Hall, an Oxford-educated Anglican priest affiliated with the Society of St. John the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
363 E. Boothroyd, Low’s Handbook to the Charities of London (London, UK: Sampson Low, Marston and 
Company, Ltd., 1904), 152. 
364 Marian Hooper Adams to her father, 27 July 1879, in Ward Thorton, ed., The Letters of Mrs. Henry 
Adams (Boston, MA: Little Brown, 1936), 159. 
365 Shand-Tucci, The Art of the Scandal, 138. 
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Evangelist, in his ministry to the neediest cases.366  Her involvements were interpersonal 

as well as financial, and Shand-Tucci quotes a letter from Hall that demonstrates “the 

clear understanding that Gardner was likely to visit these people herself…Hall’s 

expectation underlies the fact that Gardner did not just write checks and then dress up for 

the opera, as it were.”367  At the same time, the invitation to the “People’s Entertainment 

Society” makes it plain that Gardner had nothing against dressing up for the opera, and 

that she could balance both pleasure and labor in matters of social service. 

 Gardner was not immune to the lure of simpler pleasures on her journey through 

England, but her energies were mainly devoted to developing relationships with people 

who could elevate her understanding of British society and culture.  Chief among these 

relationships were those with artists and tastemakers in London, whom Gardner pursued 

with some direction from her friends Henry and Clover Adams and Henry James.  

Gardner would explore the city in their company, sharing impressions and analyses along 

the way.  While these interactions are not recorded in her albums, her entries attest to her 

social activities amongst the aesthetic elite.  In a revelatory assemblage on page nineteen 
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366 The Society of St. John the Evangelist is an Anglican religious order that was founded in the 1870s in 
the Boston area.  The Society is associated with the same Anglo-Catholic circles noted earlier in this 
chapter.  Gardner was an important patron of the order and donated the land for the construction of their 
monastery in Cambridge, Massachusetts just before her death.  Priests from the Society conduct a memorial 
mass on her birthday in April each year at Fenway Court. 
367 Shand-Tucci, The Art of the Scandal, 138.  Shand-Tucci’s discussion of Gardner’s charitable work with 
the Cowley Fathers and through the Church of the Advent in the chapter “The White Rose” presents a 
convincing argument for the depth and sincerity of her involvement with the poor and disenfranchised.  In 
essence, he suggests that Gardner was strongly influenced by the teachings of a Jesuit saint, Ignatius of 
Loyola, whose generosity was matched by his nobility, and that her spiritual director in the 1880s and 
1890s, Arthur Crawshay Hall, collaborated in her efforts to perform meaningful and personalized acts of 
charity.  Gardner devoted herself to private acts of charity through Hall’s ministry.  Shand-Tucci recounts a 
note in which Hall suggests that Gardner personally visit a poor and injured child at Massachusetts General 
Hospital and arrange for the family to receive funding from her in the recovery process.  The tone of this 
interaction makes it clear that Gardner had performed similar deeds for other families, and suggests that 
such service was integral to her spiritual practice. See Shand-Tucci, The Art of the Scandal, 136-139. 
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of Volume 1, Gardner highlights her attendance at a reception at the Grosvenor Gallery, a 

highly influential establishment in London’s contemporary art scene in the 1870s and 

1880s (Figure 2.31).  Through five black-and-white reproductions of paintings by 

Edward Burne-Jones, James Abbott McNeill Whistler, Cecil Lawson, and the 

Grosvenor’s founder, Sir Coutts Lindsay, Gardner creates a startlingly spare record of her 

introduction to “that refuge of the pre-Raphaelites,” as Clover Adams would call it.368  

While the reproductions appear to be faithful attempts to recreate the works of art upon 

which they were based, the source for these materials was not a journal of fine art.  

Beneath Lindsay’s “Ariadne” and Lawson’s “The Morning After,” Gardner includes 

humorous commentary regarding the subject matter of the paintings from the satirical 

magazine Punch, indicating that it was the source of all of the above illustrations.  

Punch’s print caption for the latter painting is particularly amusing, as it tweaks the 

artist’s landscape as the aesthetic equivalent of a hangover:  

‘The Morning After.’ CECIL LAWSON.  I should think so.  ‘The Morning 
After,’ indeed!  Yes, and what a headache poor Mr. CECIL LAWSON must have 
had, and how everything was whirling and whizzling, and how he said to himself 
that he would never again paint the morning after, but always do it the night 
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368 Tharp, Mrs. Jack, 62.  Christopher Newall’s The Grosvenor Gallery Exhibitions: Change and Continuity 
in the Victorian Art World (Cambridge, UK: Cambridge University Press, 1995) contains comprehensive 
listings of the artists shown at the Grosvenor Gallery within specific years, and his entries for 1879 confirm 
that Burne-Jones, Lawson, Whistler, and Lindsay all exhibited their work in that year.  See: Christopher 
Newall, The Grosvenor Gallery Exhibitions, 143-145.  The Pre-Raphaelite Brotherhood began in 1848 as a 
group of three young men (William Holman Hunt, John Everett Millais, and Dante Gabriel Rossetti) who 
sought an anti-academic approach to British painting.  They drew inspiration from early Italian art, which 
they idealized for its purported authenticity and spiritual content, and gradually expanded their ranks. By 
1853, the group disbanded, but a second wave of British artists interested in reviving medieval arts and 
culture came to be associated with the name of the group.  The second wave included Rossetti as well as 
William Morris and Edward Burne-Jones, which might be why Clover Adams referred to the Grosvenor as 
a refuge for them.  See: Ian Chilvers, “The Pre-Raphaelite Brotherhood (PRB),” The Oxford Dictionary of 
Art, 3rd edition (Oxford, UK: Oxford University Press, 2004). 
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before…Early to bed, and early to rise/Never paints bothering headachy skies.369 
 
Despite its humorous implications, the album assemblage of works at the Grosvenor 

Gallery comprises a germinal moment in the evolution of Gardner’s civic destiny for 

several reasons.  It denotes her introduction to Whistler, of whom she would become an 

important patron and whose work would appear in prominent locations within Fenway 

Court.  It documents her appreciation for major figures in the Aesthetic Movement in 

England, and by extension the artist-reformers of the Arts and Crafts movement.370  

Finally, it substantiates her initial experiences at the Grosvenor, an innovative institution 

whose strategies of artistic patronage and installation design would have a decisive—and 

heretofore not fully recognized—impact upon her own curatorial regime.  

 Gardner’s assemblage of art from the Grosvenor Gallery showcases her 

burgeoning interest in the work of the Pre-Raphaelite circle and the Aesthetic Movement.  

She would follow up with Henry James about the former, and in a note to Gardner dated 

July 5, 1879, James “[hastened] to transcribe B.J’s address—E. Burne Jones esq., The 

Grange, North End Road, Fulham—It is rather far away…but his things are very 

interesting (I think, at least); and you are perfectly free to present yourself & ask to see 
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369 Isabella Stewart Gardner, “Albums of England and France,” 1879, Volume 1, 19, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
370 The Arts and Crafts Movement was a social and aesthetic movement founded in the belief that the 
industrial revolution had had a deleterious effect upon the quality of human life and, by extension, the 
world of goods surrounding that life.  John Ruskin’s writings in the 1850s were central to the development 
of the movement’s themes.  The movement supported a return to traditional craftsmanship in the built 
environment and especially in interior design, exemplified by the efforts of William Morris and his 
eponymous company.  The Aesthetic Movement of the late nineteenth century was also anti-industrial and 
like the Arts and Crafts Movement sought a holistic approach to interior design, prizing the abstract 
principles of beauty and harmony in its execution.  Celebrity proponents of the latter movement included 
Oscar Wilde, whom Gardner met during his lecture tour in Boston in 1882, and the artist James MacNeill 
Whistler (see Shand-Tucci, The Art of the Scandal, 100-101). 
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them.”371  Sadly, there is no record of Gardner’s visit to Burne-Jones’s studio, and 

Elizabeth Anne McCauley notes that Gardner would later turn down the opportunity to 

acquire two of his stained glass window designs for Fenway Court.372  While she declined 

to purchase the works by Burne-Jones on the occasion described by McCauley, Gardner 

acquired a painting by Dante Gabriel Rossetti for her collections at Fenway Court.  

Rossetti’s oil panel painting, “Love’s Greeting,” hangs in the Yellow Room near three 

other paintings by artists whose work she encountered during her 1879 journey: a 

watercolor of “The Roman Tower, Andernach” by J.M.W. Turner and two paintings by 

Whistler, “Nocturne, Blue and Silver: Battersea Reach” and “Harmony in Blue and 

Silver: Trouville” (Figure 2.32). The pairing of these objects hearkens back to her 

journey through England both thematically and chronologically.  In particular, the 

Rossetti and the Whistlers fit in with the broader intentions of the Yellow Room, which is 

dedicated to the work of the musicians whom Gardner admired and patronized over the 

course of her life.373  Because an angel bearing a psaltery (a medieval stringed instrument 

reminiscent of a lyre) appears at the left-hand side of the Rossetti painting, and both of 

Whistler’s titles allude to musical themes (“Nocturne,” “Harmony”), these paintings 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
371 Henry James to Isabella Stewart Gardner, July 5, 1879, in Zorzi, Henry James: Letters to Isabella 
Stewart Gardner, 51. 
372 Elizabeth Anne McCauley, “A Sentimental Traveler: Isabella Stewart Gardner in Venice,” in Alan 
Chong, ed., Gondola Days: Isabella Stewart Gardner and the Palazzo Barbaro Circle (Boston, MA: 
Isabella Stewart Gardner Museum, 2004), 39.  Gardner made a number of decisions based upon her 
available funds at the time of purchase, which could explain her failure to acquire these windows.  Trinity 
Church Boston would acquire four stained glass windows designed by Edward Burne-Jones and fabricated 
by William Morris & Company in the 1882.  See: Theodore Stebbins, Jr., “Trinity Church at 125,” in James 
O’Gorman, ed., The Makers of Trinity Church in the City of Boston (Amherst, MA: University of 
Massachusetts Press, 2004), 18. 
373 The Yellow Room was originally conceived as a gateway to the Music Room at Fenway Court, and the 
display cases within it hold photographic, manuscript, and other ephemeral artifacts attesting to Gardner’s 
involvements in the world of music.   
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appear to have been chosen to complement the musical associations within the room 

(Figure 2.33).  At the same time, the grouping recreates her introduction to vital figures 

of the contemporary art scene in London.  Gardner biographer Louise Hall Tharp 

recounts that on the evening of the gala recalled in Gardner’s album, “Mrs. Adams was 

introduced to Whistler at Lady Lindsay’s party.  She found him ‘more mad away from his 

paint pots than near them.’  Mrs. Jack [Gardner] also met him—and liked him.  When she 

was again in London, they became friends.”374  In addition to the paintings in the Yellow 

Room, Gardner would acquire three pastel drawings from Whistler—“Lapis Lazuli,” 

“The Little Note in Yellow and Gold,” and “The Violet Note”—and hang them in the 

Veronese Room at Fenway Court (Figure 2.34).375  Like the assemblage of artworks from 

the Grosvenor within her album, these pastels would also contain a private joke.  “The 

Little Note in Yellow and Gold” is a portrait of Gardner and “Lapis Lazuli” is a nude 

study (Figure 2.35).  Tharp states that the “pastels were alike in size, so that eventually 

the gossips had it that Whistler had painted Mrs. Jack in the nude.  Enjoying the joke, she 

hung the two sketches side by side at Fenway Court.”376 

 Gardner’s experiences at the Grosvenor Gallery would influence her purchases 

beyond painting and the decorative arts, and lead her to eventual acquisition of 

manuscripts associated with the transatlantic Arts and Crafts movement.377  In particular, 

her first-hand introduction in 1879 to proponents of pre-Raphaelite circle would lead to 
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374 Tharp, Mrs. Jack, 62. 
375 Gardner also devoted part of a display case to Whistler memorabilia in the Long Gallery. 
376 Tharp, Mrs. Jack, 62. 
377 For details regarding these acquisitions, see Fenway Court: Isabella Stewart Gardner Museum (Boston, 
MA: Trustees of the Isabella Stewart Gardner Museum, Incorporated, 1974), 36-41. 
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her eventual patronage of that towering figure of the English Arts and Crafts movement, 

William Morris.  Gardner took care to highlight her acquisition of an edition of John 

Keats’ poetry published by the Kelmscott Press in her catalogue A Choice of Books from 

the Library of Isabella Stewart Gardner, Fenway Court (Figure 2.36).378  She specifically 

cites the details of the transaction as follows: “Sold by William Morris at the Kelmscott 

Press.  Finished 7th day of March, 1894.”379  Through this entry, Gardner makes Morris’s 

role at the Kelmscott Press a notable feature of the book, and links the date of its 

completion to her own course of travel, as she herself traveled in England once again in 

1894.  While it is unlikely that she purchased the book directly from Morris, Gardner’s 

catalogue showcases the most important volumes within her collection, and the entry 

substantiates her appreciation for his work. 

 The Grosvenor Gallery would also have an impact upon the institutional ethos and 

installation strategies at Fenway Court.  Under the direction of Sir Coutts Lindsay, the 

Grosvenor Gallery sought a new direction for the exhibition of the fine and applied arts in 

England, in direct contravention to the juried exhibitions and crowded installations of the 

Royal Academy.  Dismissing the Academy’s institutional practices and aesthetic 

principles as staid and outdated, Lindsay founded the Grosvenor in 1877 as “a gallery 
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378 Isabella Stewart Gardner, A Choice of Books from the Library of Isabella Stewart Gardner, Fenway 
Court (Boston, MA: Merrymount Press, 1906), 40. 
379 Isabella Stewart Gardner, A Choice of Books from the Library of Isabella Stewart Gardner, Fenway 
Court (Boston, MA: Merrymount Press, 1906), 40. 
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suitable for an avant-garde group.”380  Lindsay himself was friends with “writers and 

painters…at the center of the Aesthetic Movement,” including Walter Pater, Dante 

Gabriel Rossetti, Oscar Wilde, Walter Crane, Algernon Swinburne, and Whistler.381  As 

Colleen Denney notes,  

His dual purpose in opening the gallery was to bring about artistic reform and 
exhibition reform, both in the young and neglected artists he chose to present, 
including women artists, watercolorists (of which women formed a chief part), 
and decorative works, but also in how he organized their works on the walls of a 
gallery which itself was a work of art.  He wanted to provide a kingly residence 
that would signal the magnificence within which one should contemplate 
individual objects and individual talents.382 

 
Lindsay devised his galleries around the ideals of simplicity, consistency, and sociability.  

The Grosvenor Gallery was as much a social club as it was an art gallery, with separate 

and luxuriously appointed rooms dedicated to billiards, smoking, and dining as well as a 

circulating library and a ladies’ drawing room.383  Denney states that Lindsay “was trying 

to create a home away from home for these classes who enjoyed the season—a kind of 

aristocratic retreat.”384    

 Yet while the Grosvenor attracted an elite clientele, members of the middle class 

made up the bulk of its visitors, and the gallery provided Sunday viewing hours as a way 
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380 Colleen Denney in The Grosvenor Gallery: A Palace of Art in Victorian England, ed. Susan P. Casteras 
and Colleen Denney (New Haven, CT: Yale University Press, 1996), 16.  For further reading on the 
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Change and Continuity in the Victorian Art World (Cambridge, UK: Cambridge University Press, 1995); 
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Dickinson University Press, 2000). 
381 Denney, The Grosvenor Gallery, 34. 
382 Ibid. 
383 Denney, The Grosvenor Gallery, 30. 
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to attract visitors from the lower classes.385  In this way, the Grosvenor Gallery straddled 

the line between exclusive and popular audiences in its institutional mission, and aligned 

itself with the ethos of the English Arts and Crafts movement, which supported greater 

civic access to the arts as a crucial part of political and social reform.  For William 

Morris, the wealthier classes were essential partners in the preservation of national 

heritage and aesthetic activism.  Chris Miele summarizes these partnerships within 

Morris’s guiding philosophy: 

In [Morris’s] 1882 lecture, ‘Art: A Serious Thing,’ the preservation and 
enhancement of anything beautiful in the public sphere is described as a political 
act since it increases the pleasure all people can take in the world, regardless of 
their class or educational background.  Making high culture and unspoiled 
landscape accessible to the public at large, essentially as a leisure activity, 
stimulates the desire for equality amongst society at large, a kind of democracy 
founded on aesthetic impulses.  The key to achieving this lay, however, with the 
upper classes, ‘a small knot of cultivated people’ to use his term. Only they had 
the means to identify places and objects of real, lasting value, free from worldly 
distractions, and then to take steps to ensure their protection.386 

 
The sensibilities of these guardians of culture were nurtured at cutting-edge museums and 

galleries like the Grosvenor, and the reformist philosophies espoused by these institutions 

would be disseminated through galas and concerts like the ones that Gardner attended in 

London.  In fact, her invitation to the “People’s Entertainment Society” charitable concert 

appears to have been the result of her first night at the Grosvenor, both because the 

Duchesses who hosted it were mentioned in Clover Adams’s letter and because the event 
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385 Denney, The Grosvenor Gallery, 54.  The matter of Sunday hours was a contentious issue in late 
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occurred at Sir Coutts Lindsay’s private art studio.387  As one of the “cultivated people” 

within the elite transnational social networks that encircled the Grosvenor, Gardner 

would in the 1880s and 1890s become a patron of artists associated with the gallery and 

later to a range of other artists—from the internationally famous and the celebrated, to the 

local and the emergent—in her home city of Boston.  Moreover, strains of the reformist 

philosophies at work in the British avant-garde in 1879 would be found in the articles of 

incorporation to Gardner’s own museum in 1900, which would describe the rationale for 

its formation “for the purpose of art education, especially by the public exhibition of 

works of art.”388  In this way, and in spite of its aristocratic trappings, Fenway Court 

would embrace a sweeping civic mission and dedicate her collection to “the education 

and enjoyment of the public forever.”389 

 Sir Coutts Lindsay’s influence would also be traceable to Gardner’s curatorial 

practices at Fenway Court.  Clover Adams would describe the galleries at Grosvenor as 

“two long rooms perhaps two hundred feet by fifty, paneled with crimson brocade.”390  In 

fact, the walls of the galleries were covered in red damask and green velvet, with 

paintings hung six to twelve inches apart.  As my earlier discussion of the woodwork in 

the galleries at Fenway Court noted, Gardner would employ these same colors in her 

selections for the damask covering the walls of the Raphael Room and the Dutch Room.  

Moreover, Gardner would adopt Lindsay’s organizational strategy of placing works of art 
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in harmonious, balanced, and proportional arrangements along the walls of her museum.  

Unlike the Royal Academy, where paintings were stacked on top of one another in what 

Denney describes as a floor-to-ceiling gridlock, Lindsay sought to simplify the viewing 

experience by spacing paintings at regular intervals.391  Furthermore, he grouped 

paintings by individual artists and  

gave over the authority to the artist by placing an artist’s works together on one 
wall, a practice which was seldom carried out at other venues of the 
period…Lindsay’s gallery became the first location to recognize the artist as an 
individual genius.  The audience could study a body of work in chronological 
fashion, both in individual exhibits and by following that artist from year to year 
on the walls of this gallery.392   

 
These interventions and innovations at the Grosvenor Gallery would inspire Gardner in 

her effort to create a museum in her home city that differed from the more didactic and 

academic curatorial model of the Museum of Fine Arts, Boston.393  Although Gardner 

interspersed the art of many eras, cultures, and makers throughout Fenway Court, she 

adapted the spirit of Lindsay’s installations by dedicating four rooms to the work of the 

primary artists represented within them: the Raphael Room, the Veronese Room, the 

Titian Room, and the Macknight Room.  Through these rooms and her many thematic 

installations throughout Fenway Court, Gardner showcased not only the “genius” of the 

works on display but that of their collector and curator, who sought to create a civic 

institution that embodied the ideals of aesthetic reform at the turn of the twentieth 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
391 Denney, The Grosvenor Gallery, 23. 
392 Ibid. 
393 I briefly discuss the history of the Museum of Fine Arts, Boston’s, exhibition strategies in the final 
chapter of the dissertation.  For information regarding the museum’s history, see: Hina Hirayama, With 
Éclat: The Boston Atheneum and the Origin of the Museum of Fine Arts, Boston (Boston, MA: University 
Press of New England, 2013); Walter Muir Whitehill, Museum of Fine Arts, Boston: A Centennial History 
(Cambridge, MA: Belknap Press, 1970). 



!

!

167 

century. 

After England: Design Reform at The Isabella Stewart Gardner Museum in the Fenway 

 In a small display space within the Macknight Room known as the Vatichino, 

Gardner would hang a photograph of herself in 1884 seated within her study at her 

summer home, “Beach Hill,” in Beverly Farms, Massachusetts (Figure 2.37).394  That she 

chose to hang this photograph in the Macknight Room at Fenway Court is significant, 

since she often used that space on the first floor of the museum as a sitting room and 

study from 1915 until her death in 1924.  In doing so, Gardner implied a connection 

between that early workspace and the one that she created in the last decade of her life in 

the northwest corner of her museum.  A closer look at this photograph suggests some of 

the parallels between strategies of interior decoration at Beach Hill and at Fenway Court, 

and provides insight into the evolving design philosophies of their creator and user in the 

years following her tour of England. 

 The family homes at Beverly—a cottage known as the “Alhambra” and Beach 

Hill—were noted within the press for their distinctive decor.  Morris Carter cites one 

newspaper’s description of the Alhambra “as conspicuous ‘for its fanciful design, which 

is a queer compound of the ancient and modern, as well as for the exquisite taste 

displayed in its surroundings.”395  While the photograph that hung in the Vatichino was of 

her room at Beach Hill and not the Alhambra, the photograph attests to the similarities of 
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394 Photograph of Isabella Stewart Gardner at Beach Hill, Beverly Farms, Massachusetts, c.1884.  Archives 
of the Isabella Stewart Gardner Museum, Boston, MA.  It is not clear how the Gardners decided when to 
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interior design between these two summer homes.  Gardner is pictured with her back to 

the camera and seated at her desk, surrounded by domestic accouterments bearing a 

strong resemblance to the design principles of the Arts and Crafts movement.  In his 1880 

lecture, “Hopes and Fears for Art,” William Morris describes the ideal sitting room in a 

way that illuminates his philosophies of domestic interior design: 

First a book-case with a great many books in it: next a table that will keep steady 
when you write or work at it: then several chairs that you can move, and a bench 
that you can sit or lie upon: next a cupboard with drawers: next, unless either the 
book-case or the cupboard be very beautiful with painting or carving, you will 
want pictures or engravings, such as you can afford, only not stop-gaps, but real 
works of art on the wall; or else the wall itself must be ornamented with some 
beautiful and restful pattern: we shall also want a vase or two to put flowers in, 
which latter you must have sometimes, especially if you live in a town…That is 
all we shall want, especially if the floor be good; if it be not, as, by the way, in a 
modern house it is pretty certain not to be, I admit that a small carpet which can 
be bundled out of the room in two minutes will be useful, and we must also take 
care that it is beautiful, or it will annoy us terribly.396 

 
From the window seat and patterned cushions next to the practical writing desk with its 

letter-holder, to the tasteful pottery and classical statuary ranged around it, the 

photograph of Gardner’s study at Beach Hill in 1884 exemplifies these criteria.  Flowers 

bloom in small vases set about the room and climb in a repeating vine pattern on the 

ruffled curtains at either side of the desk.  The bric-a-brac is well chosen and evenly 

spaced, and the light-colored watercolor above her desk reflects the simple lines of the 

round Japanese lantern hanging above the cozy window seat.  Everything in the room is 

useful and beautiful, and judging by the piles of paper on and around the desk, it was a 
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396 William Morris, Hopes and Fears for Art: Five Lectures Delivered in Birmingham, London, and 
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space well used by Gardner in the early 1880s. 

 Perhaps most importantly, the study at Beach Hill displays a connection between 

Gardner and a canonical product of the British design reform movement in the form of its 

wallpaper.  Careful scrutiny of the photograph reveals that the walls of the sitting room 

are papered in Morris & Company’s “Trellis” pattern, the first wallpaper to be designed 

by Morris (Figure 2.38).397  While no record of the purchase has survived in the archives 

of the ISGM, it is likely that she purchased this wallpaper in Boston, where the 

transatlantic design reform movement and a concurrent Anglophilia began to take hold in 

the last decades of the nineteenth century.  As Beverly Kay Brandt notes, “Between 1860 

and 1890, Bostonians became familiar with the English Arts and Crafts movement by 

direct exposure” at domestic and international exhibitions, world’s fairs, and through 

foreign specialty shops located on or near Washington Street.398  The reformist products 

of Morris & Co., as well as many other companies associated with the British Arts and 

Crafts movement, were popular amongst Boston’s fashionable and progressive-minded 

citizens in the late nineteenth century.  As Brandt explains, “Bostonians immersed 

themselves in the theories that had shaped [reformist products].  They read books and 

essays by Carlyle, Ruskin, Morris, and their followers, and, in doing so, acknowledged 

the seminal contributions of these British theorists to the design reform effort.”399  When 

seen in this light, Gardner’s selection of “Trellis” was not an especially radical one for 
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397 The V&A has samples of “Trellis” digitized for its website, accessed 12 February 2015 
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398 Beverly Kay Brandt, The Craftsman and the Critic: Defining Usefulness and Beauty in Arts and Crafts-
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her milieu.  Yet Gardner was no mere follower of trends, and the decoration of her houses 

preceded her curatorial strategies at Fenway Court, wall coverings included: after all, the 

red brocade from her Beacon Street home would eventually cover the walls of the 

Raphael Room, and many other architectural and decorative fragments from that house 

would find their way into the structure of her museum.  The appearance of “Trellis” at 

Beach Hill should therefore be examined within the context of her immersion in British 

history, architecture, and art, and as a marker of her regard for Morrisonian design in the 

long road to her development of the mission of Fenway Court. 

 Gardner’s social networks in Boston included many of the leading lights of the 

design reform movement, and these led her to collaborations with them.  Powerful 

adherents to the cause included Gardner’s mentor and friend Charles Eliot Norton and his 

colleague in the fine arts at Harvard, H. Langford Warren.400  Gardner maintained a 

decades-long and multifaceted intellectual relationship with Norton, and collaborated 

with him and Warren in their work with the Society of Arts and Crafts, Boston (SACB) at 

the turn of the twentieth century.401  Warren was a pivotal figure in the development of 

the Anglo-American design reform movement in Boston, and in his position as professor 

of architecture at Harvard espoused an aesthetic philosophy profoundly connected to 

British art and architecture.  Maureen Meister states that Warren’s students were taught 

“to understand how various architectural traditions culminated in the buildings of 
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400   As many Gardner scholars have noted, Norton was a personal friend of John Ruskin, although Anne 
McCauley suggests that Gardner found his interpretation of Ruskinian thought to be “priggish and 
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England.  Warren’s architectural history courses affirmed the view that English culture 

was the basis of American culture, which he defined in terms of political and social 

traditions.”402  Primed by her tour of English Gothic architecture and the Grosvenor 

Gallery’s avant-garde social networks in 1879, Gardner was compelled by the rhetoric of 

reform as interpreted by Norton and Warren to support their activities with the SACB.  In 

1899—the same year in which Gardner began the construction of Fenway Court—she 

loaned the SACB a set of iron candlesticks for their second exhibition, which would 

include both contemporary and historic craft objects.403  A photograph in the archives of 

the ISGM shows a corner of the exhibition in which Gardner’s candlesticks were 

presumably showcased (Figure 2.39).  Many of Gardner’s closest friends and associates 

were also members of the SACB, including her friend Sarah Wyman Whitman, the 

accomplished stained-glass artist and sculptor who designed the marble emblem for the 

entrance to Fenway Court, and the artist Joseph Lindon Smith, whom Gardner courted for 

many years (ultimately unsuccessfully) to become the director of her museum.404 

 Gardner’s involvement with design reform extended beyond her collaborations 

with the SACB, and her activities within that movement impacted her social life and 

cultural leadership in Boston in equal measure.  As one of her closest friends and 

advisors, Joseph Lindon Smith would play an important role in the development of her 

civic ethos.  As an academically trained artist and member of the department of 
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archeology at the Museum of Fine Arts Boston, Smith assisted in the preservation of 

antiquities by documenting numerous excavations in Egypt.405  He was equally passionate 

about protecting traditional crafts in New England, and in the 1890s served as a principal 

designer with the Dedham Pottery Company of Dedham, Massachusetts, where he crafted 

the firm’s signature rabbit motif.406 Gardner supported Smith’s work with the company: 

an unattributed news clipping dated July 21, 1894, in the archives of the ISGM reveals 

that “Mrs. John L. Gardner” was a stockholder in the firm.407  As a point of connection to 

the social networks within the transatlantic design reform movement, few could rival 

Smith: he was friends with Ruskin, Morris, and Burne-Jones as well as Bernard 

Berenson, another close associate of Gardner’s.408  Berenson was a protégée of Norton’s 

at Harvard who benefitted from Gardner’s patronage during his postgraduate career, and 

later became a central art advisor in the building of her collection at Fenway Court.  

According to Brandt, Berenson was also mentored by Walter Crane, the “illustrator, 

designer, author, and avowed Socialist [who] spoke on political and social reform, and 

made important contacts with Boston’s publishers.”409  While she did not collect his work 

for her museum, Isabella Stewart Gardner would donate ten watercolor illustrations by 

Crane to the Museum of Fine Arts, Boston, in 1892.410  In this way, her associations with 

Smith, Berenson, and other art advisors not only shaped her own collecting, but also 
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directed her philanthropic engagement with design reform in Boston, and supported the 

dissemination of these reformers’ work throughout important cultural institutions in the 

city. 

 Edward Cooke cautions that the efforts of the “cultural capitalists” within 

Gardner’s circle and the SACB were not disinterested, and in fact were part of a broader 

campaign to assert their authority by  

…building non-profit organizations that defined appropriate taste and educated 
others who formed a community distinct from theirs, and who used their positions 
of authority to maintain unassailable status...They stressed their mastery and 
understanding of artistic genres and styles, the need for suitable leaders to lead 
and teach others, and the belief that the majority of citizens, although perhaps 
mechanically skilled, were incapable of creative, imaginative work.  To counter 
what they viewed as popular vulgarities, these Boston Brahmins built institutions 
that defined visual culture and set the parameters of public discourse about such 
art.411 

 
Yet as one who married into the culture of Boston’s elite and always considered herself 

an intruder to its hierarchies, Gardner sought her own path of cultural leadership and 

interpretation of design reform in Boston.  While her tastes were rarefied in many 

respects, her interest in popular culture—especially in music and sporting events—was 

ardent and unapologetic.412  Moreover, Gardner held little interest in setting the 

parameters for the discussion of art, as evidenced by her resistance to the didactic 

installation strategies of the National Gallery, London, and her avoidance of interpretive 
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guides and wall texts within her museum.413  Gardner’s civic interests can therefore be 

understood as related to but not philosophically directed by the efforts of Norton, Warren, 

and other more entrenched members of the Brahmin social networks that permeated the 

design reform movement in Boston.  As was the case with every other aspect of her 

leadership, Gardner’s support of the Arts and Crafts Movement in Boston was an 

expression of her interest in the pleasure and fulfillment of its beneficiaries and not 

merely their edification. 

 Through a constellation of influential associates, Gardner became a benefactor of 

the design reform movement in Boston and would continue this work in her role as the 

founder and designer of Fenway Court.  Her travels in England in 1879 precipitated the 

collection and arrangement of Gothic and medieval artifacts that would become integral 

to the character of her institution, and they inspired her commission of architectural 

ornamentation meant to approximate the antique at Fenway Court.  These commissions 

would include her installation of terra cotta tiles produced by Henry Chapman Mercer’s 

Moravian Pottery and Tile Works of Doylestown, PA, in the Dutch, Gothic, and Tapestry 

Rooms, and blue-glazed tiles made by Grueby Faience and Tile Company, Boston, in the 

Spanish Cloister.414  Gardner valued these artisanal products not only for their appearance 

and quality but for the manner in which these companies preserved traditional 

craftsmanship in the spirit of the Arts and Crafts Movement.  At the same time, they 
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413 Gardner did write and publish guides to the museum that briefly identified specific objects within each 
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Gardner Museum, Boston, MA. 
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embodied the uplifting ethos of the handwork that informs so many of the installations at 

her museum.  Gardner practiced this philosophy of hands-on labor in her curatorial work 

and in the design of Fenway Court.  Carter describes her personal installation of Mexican 

tiles in the Spanish Cloister to illustrate this point:  

Throughout the spring and summer she labored; when she had a moment of 
leisure she sorted and arranged the tiles which in 1909 her friend Dodge 
Macknight had bought for her in Mexico; there were nearly two thousand of 
different patterns, which had formed the pavement of an old church; these she 
herself arranged to decorate the walls of the Spanish Cloister.415 

 
 Like the pages of her albums, the walls of the museum were assembled through 

the direct interventions of their designer, who saw in these disparate components a 

harmonious arrangement that would benefit and uplift the public.  That this work was 

nonverbal—indeed, that this labor on her part would exclude the integration of any kind 

of explanatory wall text, and that she herself would decline to document or explain her 

curatorial strategies for perpetuity—was central to the principles that guided her 

installations.  Not only would her design of Fenway Court hearken to the Morrisonian 

ideal of “an art made by the people for the people as a joy for the maker and user,” it 

would reach the people through the visual language of her labor.416  In an illuminating 

passage from an article published by The Craftsman in December 1904, Gardner’s close 

friend Denman Ross, a professor of art at Harvard and trustee of the Museum of Fine 

Arts Boston who supported her vision for Fenway Court, explains this rationale for work 

over words: 
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Words mean so little to those who work, and work means so little to those whose 
ideas exist only in terms of language.  The terms of language are abstract and 
general, the terms of work are to the last degree specific.  The talkers and workers 
meet only to misunderstand one another, and they have very little respect for one 
another.  ‘What is all that talk,’ says the worker, ‘that talk about the principles of 
design?  What does he mean by balance, rhythm, harmony?  Organic unity—what 
in the world is that?  Righteousness, truth, beauty—what are they?…He is always 
begging us to do those things which he talks about.  He cannot do them himself.  
He says so.  He cannot tell us how to do them.  He knows nothing about work.  
He does not know the difference between a nail and a wedge.  You ought to hear 
him talk.  It is perfect nonsense.  Work is better than talk anyway.  Let us go to 
work.’”417  

 
 Gardner knew what it meant to work in the way that Ross describes, because she 

supervised the design, construction, and installation of her museum from beginning to 

end.  While Sears was the nominal architect of Fenway Court, he “really functioned more 

as Gardner’s clerk of the works.”418  Gardner oversaw the details of the building’s 

construction meticulously, watching her laborers unpack boxes of marble columns and 

directing their placement in the colonnade.419  While Douglass Shand-Tucci has 

emphasized the dictatorial nature of her role in this process, these characterizations seem 

more than a little biased by her gender, and perhaps fail to do justice to her beliefs 

regarding labor rights.  In particular, Shand-Tucci notes that Gardner was “mimicked” 

and belittled by some members of the construction team and insinuates that her conflict 

with these men arose not from their sexism and lack of professional respect, but from her 

demanding nature and conservative labor politics.420  Yet Gardner promoted her favorite 

of the workmen, Teobaldo Travi (or “Bolgi,” as she called him), to become the 
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supervisor of the project and later retained his services as majordomo of Fenway Court.421  

Furthermore, Carter notes that Gardner “was present every day to watch each operation; 

like the workmen, she brought her luncheon and took her noon hour; like them, she 

contributed her ten cents for oatmeal to be put into the drinking-water.”422  In other 

words, she sought to convey her respect for the skilled craftsmen who worked on the site 

by recognizing outstanding work when it occurred, laboring the same hours as the men, 

sharing their food, and holding herself to the same high standards that she upheld for 

them.  

 The establishment of her museum gave Gardner a wholly new platform for 

supporting the progressive labor inherent to the transatlantic Arts and Crafts movement.  

Like her charitable work with the Church of the Advent, her engagement with the cause 

was hands-on, and Gardner used both her country home in Brookline and Fenway Court 

to host philanthropic events related to the movement.  Two letters from the group known 

as the “Saturday Evening Girls” (SEG) attest to Gardner’s direct and ongoing 

philanthropic involvement with socially conscious arts and crafts concerns in Boston.  

The SEG was a pottery workshop that employed immigrant women in the North End of 

Boston and was acclaimed for both the high quality of its wares and its fair labor 

practices.  In 1908, SEG secretary Fanny Goldstein would write to Gardner on behalf of 

the club to  

…thank you for the delightful evening spent, and for the kindness shown us, in 
allowing us the use of your beautiful estate ‘Green Hill’ for our concert.  Also for 
the patience and personal interest which you took in trying to make the event a 
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success, and thus further our cause.  We feel certain that were it not for your 
efforts, we never should have had such a large patronage at our humble 
performance.423 

 
Gardner hosted the concert described in Goldstein’s letter at her home in Brookline, 

where her famous gardens regularly served as the stage for important social gatherings.  

Gardner took pride in her hosting of the SEG concert: in Volume IX of her guest books, 

she writes the name of the club along the entire right-hand side of the page spread and 

says that “all helped to light and hang the orange lanterns” that she used to light the 

gardens on special events (Figure 2.40).424  As a letter from club secretary Jeanette 

Swartzman in 1910 indicates, Fenway Court was also the site of a fundraiser for the 

SEG.425  In short, Gardner’s civic leadership embraced a reformist philosophy of labor 

that redressed class, race, and gender inequities in early twentieth century Boston, and her 

museum was a staging ground for the promotion of these progressive values. 

Conclusion 

 In September of 1909, Mary Berenson would write to Isabella Stewart Gardner on 

the behalf of a friend.  “My dear Isabella,” she wrote:  

Today I want to tell you about my friend May Morris, William Morris’s daughter, 
who is coming to America hoping to make some money for her mother, sister, and 
herself by lecturing.  The enclosed prospectus will save my boring you with 
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423 Fanny Goldstein to Isabella Stewart Gardner, June 19, 1908, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  For further reading on the Saturday Evening Girls organization, see: Nonie 
Gadsden, Art and Reform: Sara Galner, the Saturday Evening Girls, and the Paul Revere Pottery (Boston, 
MA: Museum of Fine Arts, Boston, 2006); Meg Chalmers, The Saturday Evening Girls Paul Revere 
Pottery (Atglen, PA: Schiffer Publishing, 2005); Erica Hirshler, A Studio of Her Own: Women Artists in 
Boston 1870-1940 (Boston, MA: Museum of Fine Arts, Boston, 2001). 
424 Isabella Stewart Gardner, et al, “Guest Book,” Volume IX, page spread 30, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
425 Jeanette Swartzman to Isabella Stewart Gardner, 18 March 1910, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.  Unfortunately, the archives contain no further information regarding this 
event. 
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details, but I am told her lectures are very interesting and her slides 
splendid…Now All-Powerful, cans’t thou not do something for this dear 
creature?…She asks very little for her lectures ($50.00), and I think there should 
be in Boston at least fifty elect souls who would like to hear her and to meet her.  
She is a great lover of beautiful things.426 

 
Whether Gardner provided Morris with a letter of introduction to her social networks in 

Boston or hosted her at Fenway Court has been lost to time.  Nevertheless, the letter 

contributes a fitting coda to the narrative of Gardner’s engagement within the design 

reform movement, which began that summer when she traversed the aisles at Canterbury.  

Gardner paid homage to the great cathedrals at Canterbury, St. Albans, Peterborough, 

Westminster Abbey, and Chichester through her albums in roughly the same years that 

May Morris’s father would write about them.  Like May Morris, Gardner was a lover of 

beautiful things, and like May’s father she loved the work that went into making them.  In 

his polemical essay “Art Under Plutocracy,” William Morris would denounce the class 

system of the industrial era as one that impoverished the spirit of the working people and 

privileged the few with access to fine art.  Morris proposed that art should be accessible 

to all people, and furthermore that art should become intertwined with the nature of daily 

labor.  To this end, he declared “Art is man’s expression of his joy in labour.”427  The joy 

that Gardner brought to her travel itineraries was conveyed into her albums, and these 

foundational documents of her professional development illuminate the beliefs 

underpinning her civic leadership.  Gardner ensured that her bequest was for both the 

education and the enjoyment of the public forever, and she designed her museum as the 
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426 Rollin Van N. Hadley, The Letters of Bernard Berenson and Isabella Stewart Gardner, 1887-1924 
(Northeastern University Press: Boston, MA, 1987), 455. 
427 William Morris, “Art Under Plutocracy” in A.L. Morton, ed., Political Writings of William Morris 
(London, UK: Lawrence and Wishart, 1973). 
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highest expression of her regard for them. 
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Chapter Three: Self Assembled: Gardner’s Photographic Guest Books 1893-1919 
 

Introduction 

 From the beginning, visitors to Fenway Court were meant to be dazzled.  For the 

formal opening of the museum on January 1, 1903, Isabella Stewart Gardner presided 

over a gala event calculated to astonish and delight her guests, whom she greeted after 

each had entered the museum through rooms shut off from the main galleries and 

processed up a horseshoe staircase to meet her in the all-white, two-story Music Room on 

the east side of the building.  Distinguished guests paid tribute to their host, who was 

resplendent in black with “her diamond antennae waving above her head,” and then 

walked down the staircase to find their seats in the cavernous space below her.428  Fifty 

members of the Boston Symphony Orchestra played selections by Bach, Mozart, 

Chausson, and Schumann on the grand stage of the Music Room under the direction of 

Gardner’s close friend, the legendary conductor Wilhelm Gericke.  All this was merely a 

prelude to the main event of the evening, as described by Morris Carter:  

When the music, which sounded so beautifully in this ‘perfect hall’…was 
over, a great mirror in one corner of the hall was rolled back and the 
guests were admitted to the court.  No one was in the least prepared for the 
fairy beauty that greeted his eyes; even those who had been privileged to 
see the court before had never seen it like this, and for those to whom it 
was entirely new it was overwhelming. Here, in the very midst of winter, 
was a gorgeous vista of blossoming summer gardens…with the odor of 
flowers stealing toward one as though wafted on a southern breeze. There 
was intense silence for a moment broken only by the water trickling in the 
fountains; then came a growing murmur of delight, and one by one the 
guests pressed forward to make sure it was not all a dream.429 
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428 Morris Carter, Isabella Stewart Gardner and Fenway Court (Boston, MA: Isabella Stewart Gardner 
Museum, 1925), 199. 
429 Ibid. 
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 Guests flooded past that great mirror into the building, its cloisters lit by 

flickering candlelight, the majestic courtyard’s balconies hung with dozens of 

“flame-colored lanterns, brilliant and yet soft globes of light in the lofty court.”430  

Among them was Harvard professor Charles Eliot Norton, who told Gardner that 

“the festival…was unexampled I believe in the experience of everyone [present],” 

and the psychologist William James, who called the event and museum a “Gospel 

miracle!”431  On that first night at Fenway Court, the presence of Norton, James, 

and other luminaries was essential to the atmosphere Gardner had contrived, in 

which the incandescence of musical, artistic, and intellectual celebrity lit the 

galleries more brightly than any chandelier.  The spectacle was not limited to the 

material objects on view, and the patrons whose spirit reflections shimmered in 

the Music Room’s moveable mirror were an integral part of the larger 

performance masterminded by Gardner.  As these men and women moved beyond 

the enchanted looking-glass, rustling winter silks and gossiping sotto voce as they 

beheld an improbable summertime, the open walls of the courtyard-facing main 

galleries facilitated gallery flâneurs’ voyeurism of the activities in multiple spaces 

within the museum.  The museum itself became a multi-storied viewing device 

whose ogee apertures framed fleeting images—snapshots—of the brilliant 
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430 Carter, Isabella Stewart Gardner and Fenway Court, 201. 
431 Carter, Isabella Stewart Gardner and Fenway Court, 201.  Professor Charles Eliot Norton (who signed 
Volumes I and III of Gardner’s guest books) was Professor of Fine Arts at Harvard University from 1873 to 
1898.  I discuss his collaborations with Gardner in the second chapter of the dissertation.  William James 
(who signed Volumes XI and XIV of Gardner’s guest books) was a distinguished psychologist and 
philosopher whose Principles of Psychology (New York, NY: H. Holt, 1890) shaped the course of the field 
in the early twentieth century. 
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company Gardner had spent her life assembling.  It was, as her biographer aptly 

stated, a triumph.432 

 Opening night at the Isabella Stewart Gardner Museum was more than a 

party: it was the inaugural event at the fulcrum of her life’s labor, which many 

had mistaken for her leisure.  Gardner participated in this conceit with even the 

closest of her friends, writing to Maud Howe Elliott in 1883: “How I laughed at 

your idea of house work being good for women!  I am afraid you would 

disapprove of my life now altogether.  It is such everlasting play.”433  In an era 

when women’s work was still strongly associated with the duties of the home, 

Gardner rejected the conventional view of work that was “good” for women in 

favor of collaborative, coeducational projects that destabilized and re-imagined 

the possibilities of life both within and beyond the domestic sphere. The 

“everlasting play” to which Gardner committed herself was at once intensely 

sociable and intellectually substantive, and the opening night at Fenway Court 

was a triumph because the scope her achievement was as joyful as it was 

innovative. “One of the chief elements in the charm of Fenway Court,” Morris 

Carter observes, “[is that]…every detail speaks of the fun Mrs. Gardner had in 

doing it, and the visitor in a sense experiences her creating pleasure.  Yet one is 

aware that it is not an easy task; one is conscious of the effort and the labor, but 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
432 This is a reference to the title of Chapter XII in Morris Carter’s Isabella Stewart Gardner and Fenway 
Court. 
433 Isabella Stewart Gardner to Maud Howe Elliott (daughter of Julia Ward Howe), typewritten copy of a 
letter dated 30 July 1883, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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always of the joy in work and the exhilaration of success.”434  Mapping Gardner’s 

practices in event planning and social networking is therefore critical to 

recovering and comprehending “the effort and the labor” that went into the 

formation of her crowning achievement.  Doing so restores her acts of hospitality 

to a new framework, in which the seeming divertissements of private dinner 

parties and intimate chamber music recitals become vital to the project of building 

a reputation as a civic innovator.  

 The fifteen photographic and hand-illustrated “guest books” that Gardner 

maintained between 1893 to 1919 provide unparalleled documentary evidence of 

her efforts to establish herself within elite transnational networks through a 

variety of social activities (Figure 3.1).435  Although their assemblages are less 

formal than the ones that appear in her travel albums of Egypt in 1874-1875 and 

England in 1879, the guest books provide invaluable archival evidence of 

Gardner’s social life throughout the most important decades of building her 

collection and museum.  Moreover, they demonstrate Gardner’s creative 

adaptation of both commercial albums and snapshot photography for her self-

promotion.436  Inscribed with autographs, postprandial banter, and after-party 

witticisms from acquaintances around the globe, the guest books are also 
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434 Carter, , Isabella Stewart Gardner and Fenway Court, 191. 
435 Isabella Stewart Gardner et al, “Guest Books,” Volumes I-XV, 1893 to 1919, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  While the primary purpose of the guest book was to record the 
names of guests and specific social events, the occasional illustration was not unheard of.  Gardner had a 
particularly accomplished set of acquaintances, however, and her guest books reflect the range of talent 
present at her social gatherings. 
436 All of Gardner’s guest books were published by the firm of Marcus Ward of Belfast, Ireland and 
London, UK.  I discuss the specifics of the company’s history, professional designers, and the albums’ 
commercial formatting later in the chapter. 
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illustrated with five hundred and ten snapshot photographs taken by Gardner, her 

friends, and her family (Figure 3.2).437  These multivalent albums map the 

evolution and expansion of Gardner’s photographic activities as well as her social 

networks, and they anticipate her curatorial strategy of placing photographic 

mementos of her friends on display throughout the galleries of Fenway Court.  

Like the display cases that contain Gardner’s correspondence in the Blue Room, 

the Yellow Room, and the Long Gallery, these photographic guest books “furnish 

evidence” of Gardner’s position within an enviable social register and confirm her 

influence in the lives of the artists and musicians whose watercolor sketches and 

handwritten musical notations border upon their pasted-in photographic likenesses 

(Figure 3.3).438   

Unlike her travel albums, which predominantly contain reproductions of 

art and architecture that Gardner collected from professional photographers, the 

guest books are illustrated with original snapshots of social and cultural events 

that she herself had orchestrated.  Instead of static photographs of canonical 
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437 Although the archivists have compiled an index of names pertinent to each volume, the contents of 
Gardner’s guest books have never been fully catalogued.  In addition to the five hundred and ten snapshots 
noted in the above paragraph, eight cyanotypes and at least thirty-nine professional photographs appear in 
the guest books as well as one hundred and sixteen news clippings related to current events, Gardner’s 
friends, and Harvard sports.  The tabulations provided within this chapter rely upon the appearance of the 
photograph and its markings. 
438 Susan Sontag, On Photography (New York: Picador, 1973), 5.  The cases in the galleries noted above 
contain Gardner’s correspondence with hundreds of friends and acquaintances; they also hold a number of 
photographic mementoes of these friendships.  These cases are arranged thematically by individual 
acquaintance or profession: the Blue Room holds the “Okakura,” “Prichard,” “Berenson,” and “Crawford - 
Chapman” cases; the Yellow Room holds the “Musicians” cases (numbering 4); the Long Gallery holds the 
“Modern Actors and French Authors,” “Whistler and Sargent,” “Presidents and Statesmen,” 
“Contemporary Authors,” “Modern Painters and Sculptors,” and “Earlier Authors” cases. For a complete 
listing of the personages and materials included within the cases, see: “Correspondence of Isabella Stewart 
Gardner at the Gardner Museum,” pamphlet, (Boston, MA: Isabella Stewart Gardner Museum, 1973), 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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landscape views, the pages of her guest books showcase Gardner’s acquaintances 

at work and at play across the many thresholds of her homes.  They also include 

sixty-eight photographic portraits of Gardner herself amidst her friends and family 

as if to illustrate her social position within their ranks.  In these ways, the guest 

books signal a transition in Gardner’s photographic practices from collecting to 

creating documents of her experiences in the same period that she would 

consolidate her energies as an art collector and museum designer. 

Gardner’s guest books reveal her reliance upon snapshot photography—a 

medium that she would use to document the construction of Fenway Court 

between 1900 and 1901—throughout the formative years of establishing her 

museum.439  Gardner wanted her guest book readers to know that she was a 

photographer: on the forty-second page of guest book Volume VI, she includes a 

photograph of herself posed on the roof of a newly finished Fenway Court 

holding her Kodak (Figure 3.4).440  As she built her collection of art and designed 

her museum, she would simultaneously assemble a chronological, pictorial 

narrative of her cultural leadership.  While she would hire the firm of Thomas E. 

Marr and Son in 1902 for a professional documentation of the artwork and 

installations within the museum, the guest books provide an informal view into 

the cultural life and social entities that surrounded and sustained Fenway Court in 
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439 Gardner’s snapshot photography of the construction of Fenway Court is discussed in the conclusion to 
the dissertation. 
440 Isabella Stewart Gardner et al, “Guest Book” Volume VI, page spread 42, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  I discuss this image in greater depth in a later section of this 
chapter. 
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those critical early years.441  Moreover, they demonstrate Gardner’s independent 

engagement with photographic technology and her embrace of the camera as an 

instrument of her institutional authority.  For all of these reasons, the guest books 

reveal anew the ways in which photography and album making supported the 

material methodologies that were foundational to the development of her singular 

museum. 

 In her study of Kodak photography at the turn of the twentieth century, 

Nancy Martha West defines leisure as “a pleasurable antidote to labor or daily 

routine” that could be facilitated and commemorated by the playful nature of 

snapshot photography.442  Gardner’s guest books are undeniably playful objects, 

but to read the photographs and captions within them as an escape from “daily 

routine” contravenes her definition of work, her joyful feelings about work, and 

the all-encompassing nature of her work ethic.  Linking snapshot photography 

invariably to leisure denies the ways in which women put handheld cameras to 

work in documenting and publicizing their accomplishments.  As Ellen Gruber 

Garvey demonstrates in Writing With Scissors, handmade books were vital to the 

development of female agency in the second half of the nineteenth century: 

suffragists routinely used scrapbooks to organize information vital to their 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
441 Gardner would refer to the completion of the museum in Volume VI of the guest books with a 
photograph of the courtyard taken by the Marrs.  See: Isabella Stewart Gardner et al, “Guest Book,” 
Volume VI, page spread 42, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
442 Nancy Martha West, Kodak and the Lens of Nostalgia (Charlottesville, VA: University of Virginia 
Press, 2000), 5. 
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political activism, and to circulate print matter pertinent to their agendas.443  Like 

the suffragist scrapbooks, Gardner’s guest books showcased her expertise and 

achievements for an audience, but they also mandated an ongoing process of 

written and photographic registration and response from her peers that would 

provide documentary evidence of her significance within those transnational 

social networks.  In this way, her guest books compel behaviors of social 

recognition that are vastly similar to contemporary social media sites such as 

Linked In and Facebook.  These status updates from her guests—of whom many 

were beneficiaries of her patronage—chart the progress of Gardner’s networking 

praxis over time.  Because her guest books also document events at Fenway 

Court, they provide a novel view into the development of her museum as the 

staging ground for a constellation of cultural activities.  As socially networked 

photographic objects, the guest books helped Gardner to assemble her 

unconventional civic persona within an ever-broadening community of allies who 

would become crucial supporters of the mission of her museum. 

 By examining the uses of these albums beyond the culture of domestic 

sentiment and revealing the ways in which Gardner appropriated them for 

institutionally-minded social networking purposes, this chapter presents a 

productive turn in the discussion surrounding snapshot albums.  It rejects the 

relegation of the snapshot album to the mausoleums of nostalgia and demonstrates 
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443 Ellen Gruber Garvey, “Strategic Scrapbooks: Activist Women’s Clipping and Self-Creation” in Writing 
With Scissors: American Scrapbooks from the Civil War to the Harlem Renaissance (Oxford, UK: Oxford 
University Press, 2012), 172-206. 
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the ways in which snapshot photography established, maintained, and promoted 

lively connections between actors in virtual professional communities.  Recasting 

Gardner’s photographic guest books as forward-thinking, interactive, 

collaboratively realized, longitudinal public projects reveals the magnitude of 

their purposes and blurs the distinctions between women’s “leisure” and “work” 

activities in the Gilded Age.  Most importantly, the guest books enable us to view 

Gardner’s photographic practices as essential to the cultivation of her individual 

celebrity and to publicizing her unique brand of cultural leadership through and 

beyond Fenway Court. 

The Guest Book in the Gilded Age 
 
 In order to understand the role of the guest book in Gardner’s milieu, the 

history and cultural functions of this specialized album form should be 

established.  Moreover, a brief overview of representative guest books from other 

prominent families, professional women, and celebrities of the Gilded Age helps 

to contextualize Gardner’s adaptations of this album form.  These comparisons 

make it clear that while Gardner followed fashion in maintaining her guest books, 

she significantly expanded the functionality of the form and rendered it a key 

device in the creation, expansion, and maintenance of her social networks. 

 The nineteenth century American guest book was a hybrid form of album 

kept by individuals or families that combined the purposes of a visitor register in a 

public site, such as a hotel or a museum, with the more intimate social practices 

associated with autograph collection.  It documented the increasing geographical 
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mobility of Americans in the decades after the Civil War by recording within its 

pages the particulars of their journeys by rail and steamship, and lent conceptual 

significance to routine acts of socialization by appropriating rituals of 

remembrance associated with major cultural attractions and national heritage 

sites.  A visitor to Yosemite in the 1880s might sign his name and home town 

next to the opinion that “[p]eople who think it ‘don’t pay’ to visit Yosemite had 

better not travel” in the 800-page visitor register at the Cosmopolitan Bathhouse 

and Saloon, and on a different leg of the same journey write a brief, sentimental 

message in a chromolithographed log kept by his hosts in San Francisco.444  By 

adopting institutional and commercial record-keeping practices as a matter of 

domestic concern, the guest book formalized the conventions of social networking 

and rendered new textual grounds for the mapping of both inter- and extra-

familial networks. 

 Guest books emerged as a form of domestic social register in the early 

1880s and commercial publishers were producing elaborately illustrated guest 
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444 In its 2010 exhibition “Views & Visitors: The Yosemite Experience in the Nineteenth Century,” the 
National Park Service exhibited the “Grand Register” of the Cosmopolitan Bathhouse in Yosemite Valley, 
which opened its doors for business in 1871 and closed in 1884.  The entry quoted above was from a 
Joseph Moore of Richmond, Indiana, who signed the register in 1875.  A photograph and several excerpts 
from the “Grand Register” are visible online and accessed 10 February 2015: 
http://www.nps.gov/yose/historyculture/past-exhibit-views-and-visitors-2010.htm. 
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books by the mid-1880s.445  These books codify the social behaviors of both hosts 

and visitors, and reveal an incipient demand upon individual guests to evaluate 

the experience of being hosted.  The Publisher’s Trade List Annual of 1884 lists a 

guest book “invented and illustrated” by Miss Annie F. Cox that was “printed in 

colors” with a “rich binding.”  The text goes on to describe the album an essential 

tool for the thoughtful host, who would use it as 

[a] useful and ornamental household book to be laid upon the table ‘to 
welcome the coming, cheer the parting guest,’ in which the guest may 
himself record his arrival and departure, and all the intervening events 
which have attracted his attention, in which he leaves his autograph, writes 
his impressions and contributes his letters of prose or verse.  The 
illustrations are in keeping with the character of the book, are tasty and 
rich in design and color, the selections introduced are bright and 
appropriate, and the whole book has the charm of novelty and exquisite 
taste.446   

 
The “novelty” of Cox’s “invention” is worth noting in this passage, as is the 

declaration that the album exhibited “exquisite taste.”  The author asserts Cox’s 

guest book as a marker of refinement for the host, who will be pleased to have 

that elegantly printed item upon the table in her up-to-date sitting room.  At the 

same time, the description reveals the transactional nature of the social 

engagements in which the guest book might be deployed.  A review of Cox’s 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
445 The phenomenon can be traced in part to the autographic craze of the first half of the nineteenth century, 
since guests would provide their signatures in spaces designated for them throughout the album.  For 
further information on the history of autograph albums, see: Lisa Reid Ricker, “(De)Constructing the Praxis 
of Memory-Keeping: Late 19th Century Autograph Albums as Sites of Rhetorical Invention,” Rhetoric 
Review, 29:3 (Jun. 2010).  As I noted in the first chapter of this dissertation, Gardner kept an autograph 
book as a teenager in the 1850s and maintained it throughout her studies in Europe as well as her travels to 
Boston to visit the Gardner family.  When she married Jack in 1860, she appears to have ceased soliciting 
entries for that album, and turned her attention to creating photographic travel albums starting in the late 
1860s. 
446 The Publishers’ Trade List Annual (New York, NY: Office of the Publishers’ Weekly, September 1884), 
143. This publication compiled “the latest catalogues of publishers and manufacturers” in the year 1884 
and included the publishers of commercial albums and scrapbooks. 
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guest book in the “New Literature” section of the Boston Daily Globe suggests 

that the album represents “a new idea that will quickly be appreciated in society, 

because of its utility and entertainment” and that the album invites the creativity 

of guests, who might paint or draw something “suggested by the occasion.”447  

The Cox guest book demands that the visitor not only provide a token of his or 

her presence via autograph, but craft narrative and/or visual vignettes designed to 

convey the charms of their visitor experience at the album-keeper’s home.  

Hospitality is not an end unto itself in the world of the guest book, nor merely a 

chance to impress one set of guests, but an opportunity to gather evidence—or, 

when seen another way, reviews—of the events that were designed for their 

pleasure.   

 Editions of Cox’s guest book were printed throughout the remainder of the 

nineteenth century, and by the early twentieth century guest books were a popular 

form of familial and fraternal memory.448  The proliferation and specialization of 

the album form in the marketplace was promoted by publishers as a matter of 

progress, in which older forms of albums were superseded by ones that had 

evolved to meet needs specific to the new century.  In an article titled “Many 

Albums Kept by Women” from the New York Sun in 1903, the author notes that  
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447 “New Literature: The Guest-Book,” Boston Daily Globe, Nov. 30, 1884, 16. 
448 The Retail Catalogue of Standard and Holiday Books of 1907 devotes a section to the publication of 
new guest books by five new authors.  For a complete list of these emergent albums, see Retail Catalogue 
of Standard and Holiday Books (Chicago, IL: A.C. McClurg and Company, 1907), 27, accessed via Google 
books 10 February 2015 
http://books.google.com/books?id=SlI0AAAAMAAJ&dq=annie+f.+cox+guest+book&source=gbs_navlink
s_s.  
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[the] old-time autograph album has a direct descendant in the guest-book, 
which is now as common a house belonging as the family Bible and very 
much looked into.  Even the girl colony of students or workers encamped 
four or five flights up, in a modest flat dwelling, has its guest-book, in 
which every visitor to sup or dine is expected to inscribe some original or 
commemorative sentiment along with his signature. And the sentences 
written are very different from the flowery or stilted inscriptions registered 
in the autograph albums of a former age.449 

 
The above passage renders the guest book as a fashionable device for use in the 

modern home, and as a space appropriate to the more relaxed and spontaneous 

nature of social occasions in the new century.  No longer would “flowery or 

stilted inscriptions” be tolerated in the pages of the album, nor would the guest 

book languish upon the polished mahogany of grandmother’s parlor.  Instead, 

colonies of “girl students”—a novelty born of the increasing opportunities for 

women’s higher education at the turn of the century—and “workers 

encamped…in modest flat dwelling[s]” would proffer the guest book to their 

compatriots over informal social gatherings.  These emergent households, 

composed of people who shared educational or professional ties instead of blood 

lines, would shape the character of cities and redefine the meaning of “home” in 

cosmopolitan centers across the United States.  The guest book proved to be an 

adaptable medium for navigating a social terrain in which the handwritten 

lineages of the family Bible no longer defined the most important social bonds.  It 

allowed members of these freshly minted affinity groups to acknowledge and 
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449 “Many Albums Kept By Women,” New York Sun, June 1903. For discussions of the album’s uses in 
domestic identity formation in the nineteenth century, see: Jane Hunter, “Inscribing the Self in the Heart of 
the Family: Diaries and Girlhood in Late-Victorian America,” American Quarterly, Vol. 44, No. 1 (Mar. 
1992). 
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affirm their relationships through creative self-expression, and to make the 

specifics of their shared activities a matter of public interest.  Most importantly, it 

provided a set of respectable domestic behaviors for people in more modest 

circumstances or who occupied a liminal status in society due to their race, 

gender, or marital status, and structured the rituals of hosting by offering new 

traditions within these communities. 

 While she was not a member of Gardner’s social networks, the guest book 

that musician Artelia Bell maintained between 1903 and 1917 offers a glimpse 

into the social possibilities presented to career women (Figure 3.5).450  Bell was a 

composer and pianist who traveled to perform throughout the United States.451  

Her leather-bound guest book holds multiple dedications that praise her music and 

pay homage to her talents through hand-painted images of flowers, landscapes, 

and a pencil sketch of her seated figure.  The album traveled with her from 

Columbia, South Carolina to Chico, California, and from Chicago, Illinois, to 

Boston, Massachusetts.  A review of one of Bell’s performances in the Los 

Angeles Herald in 1910 describes her “delightful arrangement of ‘The Light of 

Asia’” at the home of a “Mis. Annetta Mayr.”452  As a woman in pursuit of a 

lively career, Bell found support from like-minded musical enthusiasts regardless 

of their location, and her guest book maps the paths by which she sustained her 
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450 Artelia Bell et al, “Guests,” c.1903-1917, Houghton Library, Harvard University, Cambridge, MA. 
451 The Library of Congress holds a manuscript of sheet music composed by Artelia Bell, a copy of which 
may be accessed here: http://lcweb2.loc.gov/diglib/ihas/loc.natlib.ihas.200198647/default.html 
452 “Music Notes,” Los Angeles Herald, Vol. 37, No. 237, 26 May 1910, accessed via California Digital 
Newspaper Collection, 10 February 2015, http://cdnc.ucr.edu/cgi-bin/cdnc?a=d&d=LAH19100526.2.89.39. 
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livelihood.  Yet this guest book exemplifies not only the mobility of its keeper, 

but the flexible terms by which the nature of the “guest” was defined.  Bell’s 

guest book demonstrates the slippages between “guests” and “an audience” in this 

period, and reveals the strength of the connections she maintained across 

thousands of miles and over a decade of time.  Moreover, Bell’s “guests” were 

those who viewed her performances, and her hospitality was something defined 

by her professional talents, not limited by geographical coordinates.  

 Women were not the only ones who adopted the guest book as a device for 

social record keeping.  Mark Twain—an avid scrapbooker who patented a self-

pasting commercial scrapbook in 1872—maintained a guest book at “Stormfield,” 

his home in Redding, Connecticut from 1908 until his death in 1910.453  Unlike 

Artelia Bell’s geographically untethered guest book, Twain’s guest book is 

inextricable from the physical site that he called home, and he records a brief 

history of the house on the opening page of the album.454  The “Stormfield" guest 

book is perhaps the most famous American guest book because the roster of 

celebrities who composed its entries make it an invaluable document of social 

networking in the first decade of the twentieth century.  Guests to Stormfield 

included William Dean Howells, Helen Keller, and Ida Tarbell, and Twain 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
453 Ellen Gruber Garvey devotes the second chapter of Writing With Scissors to her discussion of Twain’s 
scrapbooks; see Garvey, Writing with Scissors, 60-86.  The Stormfield guest book is held in the Mark 
Twain papers at the Bancroft Library, University of California, Berkeley, CA.  An annotated version of the 
guest book appears online; see Alison Leigh Cowan, “From Twain, Turn of the Century Twitter Posts,” the 
New York Times, April 4, 2010, accessed 20 February 2015 http://documents.nytimes.com/the-comings-
and-goings-at-mark-twains-last-home-as-told-by-the-guest-book 
454 Cowan, “Stormfield: The Back Story,” in “From Twain, Turn of the Century Twitter Posts,” the New 
York Times, April 4, 2010. 
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himself provided annotations describing the particularities of their visits as well as 

other noteworthy events.  Of the actress Billie Burke Twain writes that “[t]he 

magic of her personality clears the spirit of such as come within its influence of 

nagging weariness and depression…[h]er name is a pleasant one to close a 

pleasant year with.”455  In this way, Twain retains editorial control over the 

content of the guest book and even reverses the nature of the exchanges 

encouraged by the form: he reviews his guests, not the other way around.  The 

“Stormfield” guest book therefore demonstrates the flexibility of the genre to 

meet the needs of specific users, and its propensities for charting ongoing patterns 

of mutual evaluation and social recognition at the turn of the twentieth century. 

 Guest books helped their American users to navigate a rapidly changing 

social landscape at the turn of the twentieth century, and provided them with tools 

for solidifying bonds beyond home and family.  These fashionable albums 

facilitated connections within cosmopolitan social networks through the sharing 

of stories and pictures relevant to users’ communal experiences.  Most 

significantly, and through collaborative visual and written interchanges, they 

helped to formalize the creative processes by which these networks were 

established within an increasingly institutionally and professionally organized 

society. 

The Guest Books of Isabella Stewart Gardner 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
455 Billie Burke would eventually play the role of Glinda the Good Witch in the film “The Wizard of Oz.”  
Cowan, “There’s No Place Like Home,” in “From Twain, Turn of the Century Twitter Posts,” the New 
York Times, April 4, 2010. 
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 Gardner began to maintain her guest books in 1893, two years after she 

inherited her father’s fortune and dedicated herself to amassing the collection of 

“pictures, statuary, works of art and bric-a-brac, furniture, books and papers” that 

would comprise the holdings at Fenway Court.456  Carter describes Gardner in this 

period as having  

…settled down definitively to the business of collecting works of art.  The 
idea that her collection would be important enough to be considered a 
museum was not yet born, but she had found the absorbing purpose for 
which she had been groping for the past twenty-five years.  In the next 
eight years her collection had attained a size and distinction to justify 
building Fenway Court; before the end of 1896, she and Mr. Gardner 
knew that the Beacon Street house was no longer adequate.457 

 
While she might not have established the precise outlines of her plan, Gardner 

was collecting works of art as a part of an “absorbing purpose” that would soon 

“justify building” the museum.  In other words, she had embarked upon an open-

ended civic project that would exceed the confines of her home, which was “no 

longer adequate” to the scope of her vision.   

 At the same time, Gardner began to take seriously the matter of 

documenting visitors to her home and art collection.  Douglass Shand-Tucci notes 

a passage from the journal of author Thomas Russell Sullivan that visitors to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
456 Isabella Stewart Gardner, Will and Codicil, Section Seven, 17 January 1924, Archives of the Isabella 
Stewart Gardner Museum. 
457 Carter, Isabella Stewart Gardner and Fenway Court, 125.  As stated in the introduction to this 
dissertation, Gardner inherited 2.75 million dollars from her father in 1891.  Anne McCauley notes that 
ambiguities in the language of the Gardner family trusts make it difficult to determine the precise scale of 
this fortune against Jack Gardner’s.  McCauley estimates that the earned income from Jack’s shares of the 
family trusts bequeathed by John Lowell Gardner, Sr., was between 19-21,000 dollars a year between 1884 
and 1898.  She notes that Jack “undoubtedly received an additional bequest.”  See McCauley, “A 
Sentimental Traveler: Isabella Stewart Gardner in Venice,” in McCauley et al, Gondola Days: Isabella 
Stewart Gardner and the Palazzo Barbaro Circle (Boston, MA: Isabella Stewart Gardner Museum, 2004), 
45, footnote 54. 
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Gardner’s home at 152 Beacon Street in 1891 would see “rare and beautiful 

things from every clime,” including a Dutch landscape, Chinese and Indian 

textiles, and “a Bartolozzi print in one corner [that] once belonged to Byron.”458  

Gardner’s boudoir, where these and other treasures were installed, was a private 

address with incipient public ambitions.  Yet it was not the only site in which 

Gardner sought to establish her position as a cultural innovator.  Her other homes 

in Massachusetts—including family houses at Green Hill in Brookline and Beach 

Hill in Beverly—and the Palazzo Barbaro in Venice were also vital staging 

grounds for the development of her purpose, and her guest books track her 

movements through all of these places (Figure 3.6).459  The confluence of 

Gardner’s activities in guest book keeping and serious art collecting between 

1891 and 1896 therefore reveals a dawning self-consciousness about the scope of 

her project and its inevitable passage into the public sphere.  Keeping a register of 

visitors would mark the site of her collection as a destination and track the quality 
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458 Shand-Tucci, The Art of the Scandal, 195. 
459 Gardner maintained her guest books by year, not by location; they traveled with her to every site.  Green 
Hill was one of Jack and Isabella Gardner’s country homes and the site of her renowned gardens.  Isabella 
Gardner used Green Hill to host a variety of social gatherings both intimate and great, including numerous 
musical concerts; I discuss these events in greater depth later in this chapter.  The Palazzo Barbaro is the 
name of two adjoining Venetian gothic palaces on the Grand Canal in Venice, Italy.  The original fifteenth 
century palace building underwent substantial refurbishment and expansion in the seventeenth and 
eighteenth centuries, during which time the newest palace building was erected.  For a history of the 
buildings prior to the nineteenth century, see Marino Zorzi, “The Palazzo Barbaro before the Curtises,” in 
McCauley et al, Gondola Days, 191-202.  The Palazzo Barbaro was purchased by the Gardners’ friends 
Daniel and Ariana Curtis in 1885.  The Gardners were guests of the Curtises at the Palazzo Barbaro in 
1884; during their return visits in 1886 and 1888, the Gardners stayed at the Hotel Europa but frequently 
attended social gatherings at the Curtis home.  In 1890, the Gardners began renting the Palazzo Barbaro 
from the Curtises for extended stays of a month or longer and continued this arrangement until 1899.  As 
every scholar of Fenway Court has noted, the architecture of Venice and its palazzos had a formative effect 
upon Gardner’s museum. Elizabeth Anne McCauley’s “A Sentimental Traveler: Isabella Stewart Gardner 
in Venice” in Gondola Days is the definitive study of this era in Gardner’s life and the impact of Venetian 
art, architecture, and social networks upon her museum. 
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of her audience in those early years of conceptualizing, constructing, and 

maintaining her museum.  Moreover, they would map the networks of exchange 

that would continue to serve the interests of her civic bequest until her death in 

1924. 

Graphic Design, Textual Prompting, and Territorial Mapping 

 Unlike her photographic travel albums, which vary significantly in their 

commercial origins as well as their binding, formatting, and textual inclusions, all 

of Gardner’s guest books were produced by Marcus Ward & Company and the 

company that later acquired them, McCaw, Stevenson, and Orr of Belfast, 

Ireland.460  Marcus Ward & Company was a highly regarded color publisher that 

came to international prominence in the 1850s due to a collaboration with Irish 

philanthropist Vere Foster, who designed a series of popular copybooks for 

children to use in practicing their handwriting.461  This profitable venture allowed 

the company to expand its reach in the publishing industry throughout the 1860s 

and 1870s and to establish a reputation for excellence in its artistic direction, led 

by the illustrator Thomas Crane and supported by the talents of his brother Walter 

Crane, Kate Greenaway, and Ellen Houghton, all of whom were associated with 

the Arts and Crafts movement in England.462  Through beautifully designed 

greeting cards, occasional books, and finely illustrated limited-edition travel and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
460 Gardner, Guestbook Volumes I-XV, 1893-1919, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
461 Roger Dixon, “The Splendid Press of Messrs Marcus Ward & Company,” The Linen Hall Review, 
Vol.11, No.2 (Autumn 1994), 4. 
462 Dixon, “The Splendid Press of Messrs Marcus Ward & Company,” 5.  I discuss Gardner’s interest in the 
transatlantic Arts and Crafts Movement in the second chapter of this dissertation. 
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children’s books, Marcus Ward & Company maintained a niche in high-end 

commercial stationery and publishing that would have suited the tastes of a 

discerning customer like Gardner.463 

 The covers of Gardner’s first four guest books bear the hallmarks of 

Thomas Crane’s art direction for Marcus Ward.  Volumes I-IV, which follow 

Gardner’s social life from 1893 to 1899, are bound in saturated blues or red and 

feature a distinctive, black-and-gilt embossed front cover (Figure 3.1).  Trim 

black borders featuring an abstract floral design describe the perimeter of the front 

cover, with three gilt daisies set into each corner; embellished gilt lettering spans 

the upper reaches of the frame to announce the album as “The Guest Book.”  

Black barn swallows wing their way between the book’s title and the olive 

branches surround the albums’ motto, “Welcome the Coming/Speed the Parting 

Guest.”464  By 1899 these elaborate covers were replaced by McCaw, Stevenson, 

and Orr with a far less distinctive design, and Volumes V through XV feature 

either powder or navy blue fabric embossed in gilt with the title, “The Guest 

Book,” and slender, floral flourishes in the top right and bottom left corners 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
463 Gardner also collected several drawings, watercolors, and lithographic prints by Walter Crane, who was 
brother to Thomas Crane, the artistic director of Marcus Ward & Company.  She donated these works to 
the Boston Museum of Fine Arts in 1892. My thanks to Shana McKenna, Archivist at the Isabella Stewart 
Gardner Museum, Boston, for this information. 
464 Isabella Stewart Gardner et al, “Guest Book” Volumes I-IV, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. Two children’s travel books published by Marcus Ward & Co. and illustrated by 
Thomas Crane and Ellen Houghton in the 1880s reveal striking similarities between these stylized floral 
and ornithological designs: Abroad (Belfast: Marcus Ward & Company, 1882) and Felix Leigh’s London 
Town (Marcus Ward & Company, 1883).  Roger Dixon notes that these two children’s books, Abroad and 
London Town, “were bought by artistic parents in order to educate the senses of their offspring” and 
claimed status as objects associated with the Arts and Crafts Movement. See Dixon, “The Splendid Press of 
Messrs Marcus Ward & Company,” 5. 
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(Figure 3.7).465  Despite this retrenchment in design sensibilities, Gardner 

continued to use books produced by McCaw, Stevenson, and Orr until her stroke 

in 1919 precluded the ability to handwrite or assemble the guest books. 

 While the change in publishers impacted the cover design of Gardner’s 

guest books, the interiors of the albums remained the same and provide clear 

directives for users.  The print matter on the title pages of all of Gardner’s 

guestbooks, from 1893 to 1919, outline their purposes without variation:  

THE GUEST BOOK 
An Autograph Record 

of 
ARRIVALS, DEPARTURES, INCIDENTS, AND IMPRESSIONS 

WITH APPROPRIATE QUOTATIONS 
 
By 1909, the publishers added to the text of the title pages so that the following 

appeared beneath the original five lines:  

MARCUS WARD’S BOUDOIR SERIES 
of 

AUTOGRAPH AND CONFESSION 
ALBUMS 

 
The ensuing pages are formatted so that a total of six guests might leave their 

autographs and brief impressions in a grid spanning the double page spread.  

Along the top line of each left-hand page, the words “Name,” “Residence,” 

“Arrived,” and “Left” demarcate the purposes of each column, with “Going to” 

and “Events * Adventures * Remarks” serving the same purposes on the right-

hand page (Figure 3.8).  Each guest book holds thirty pairs of these double-page 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
465 Isabella Stewart Gardner et al, “Guest Book” Volumes V-XV, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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grids, which also feature quotations from canonical authors (Shakespeare, 

Wordsworth, Milton, and Pope are frequently represented) along the top and left-

hand borders of each page spread.  These quotations are meant to serve as points 

of inspiration to guests and provide a didactic and moralistic structure for their 

entries: a representative quotation from The Taming of the Shrew in Volume V 

exhorts the inscriber to “frame your mind to mirth and merriment, which bars a 

thousand ills and lengthens life.”466  Like Annie F. Cox’s guest books, Gardner’s 

guest books from Marcus Ward & Co. were designed to encourage the creative 

participation of guests as they narrated the “incidents and impressions with 

appropriate quotations” of their visitor experiences.  As a part of a “boudoir 

series,” these albums called for the intimacies and “confessions” of the guests 

who signed them, but made guests do so under the reproving gaze of the sages 

who prodded them to stay on message.467 

 The graphic design and textual prompts in Gardner’s guest books solicit 

geographical data and storytelling to establish the social position of the host.  By 

requiring guests to record relevant personal information and evaluations into the 

ongoing spreadsheets that comprise the albums’ pages, they chart the progress of 

Gardner’s social networking across time and space.  Gardner took these records 

seriously.  On the verso side of the front flyleaf in each guest book, she wrote 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
466 Isabella Stewart Gardner et al, “Guest Book” Volume V, page spread 57, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
467 Samantha Matthews discusses the social history and praxis surrounding confessional albums in 
“Psychological Crystal Palace? Late Victorian Confessional Albums,” Book History, Volume 3 (Aug. 
2003). 
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“Isabella S. Gardner” along with the month, year, and volume number for the 

album (Figure 3.9).  Whenever she traveled to a new location, she took care to 

write the place name and date along the top of the page spread documenting an 

event at that site (Figure 3.10).  These inclusions work in concert with the 

graphical and textual framework inherent to the print design to assert her 

dominion over the information they contain, and when guests signed her book, 

they placed their coordinates within a territorial grid of her social influence.   

Analyzing the Ephemeral in Gardner’s Guest Books 

 As the previous chapters of this dissertation have demonstrated, Gardner 

was an astute collector of commercial photography throughout the 1870s and 

1880s, and was sensitive to the matter of quality when acquiring prints of the 

people, objects, and landscapes that drew her interest while traveling abroad.  

These professional photographs made their way into her travel albums as faithful 

representations of the canonical sites she had chosen to study as part of an 

attenuated autodidactic process.  For the most part, the photographs that found a 

home in her guest books resulted instead from the increasingly user-friendly 

technologies of the 1890s.  Many of her friends and family members were 

amateur photographers—including the historian Henry Adams and his wife 

Marian, the artist Sarah Choate Sears, and Gardner’s own husband, Jack—and she 

undoubtedly possessed a foundational understanding of the medium.  However, 

there is no evidence that Gardner experimented with the complex photographic 

processes practiced by her friends.  It took the invention of the snapshot camera to 
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make her a shutterbug, to capture some of the most intimate glimpses into her 

social life, and to circulate those images as public documents through her guest 

books. 

 It is not clear who purchased the first (or only) point-and-shoot camera in 

the Gardner household, but the earliest evidence in her guest books reveals that by 

1893 someone in the Gardner family was experimenting with a hand-held camera.  

Five hundred and ten snapshot photographs appear throughout Volumes I through 

XIV of the guest books.468  These snapshot photographs range in size and are 

often trimmed or enlarged to fit specific spaces on the pages or inside covers of 

the guest books (Figure 3.11).  Jack Gardner undoubtedly took some of the 

photographs in Volumes I through IV before his death in December 1898, but it is 

not clear which photographs might be attributed to him.  We know that Gardner 

was behind the lens for some of the photographs in the guest books, because she 

tells us so herself.469  In an exchange with Bernard Berenson on December 24, 

1901—the week in which she moved into Fenway Court—Gardner states that she 

is enclosing “a dear little Kodak of my new home.”470  He responds that the 

“Kodak view of your new house is a wonder.”471  Volume VI, the first guest book 

that refers to Fenway Court, contains a snapshot view of the museum from across 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
468 Guest book Volume XV does not contain any photographs. 
469 Unfortunately, the Kodak camera belonging to Isabella Stewart Gardner has not been located.  The 
model of Gardner’s Kodak has never been determined. 
470 Isabella Stewart Gardner to Bernard Berenson in Rollin Van N. Hadley, ed., The Letters of Bernard 
Berenson and Isabella Stewart Gardner, 1887-1924 (Boston, MA: Northeastern University Press, 1987), 
180. 
471 Bernard Berenson to Isabella Stewart Gardner in Hadley, The Letters of Bernard Berenson and Isabella 
Stewart Gardner, 180. 
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the Fens on the same date as her letter to Berenson (Figure 3.12).472  Two page 

spreads later, Gardner pasted a photograph of herself holding a camera case on the 

roof of the museum in 1902 (Figure 3.4).473  In this photograph, she stands at the 

eastern edge of the music room’s rooftop, her right hand held high above her 

head, teasing one of three dogs encircling her so that it will jump onto its hind 

legs.  In her left hand, she holds the small, square camera case against the side of 

her dark dress.  While the image conveys her ease, it also communicates 

Gardner’s power: there she stands at the apex of her greatest contribution to 

society, the city of Boston stretching behind her as a territory conquered.474 

 The camera was an instrument of her authority.  Throughout the 

construction of Fenway Court, Gardner was frequently on site and took snapshots 

as she supervised the building process, creating fifty-seven photographs of the 

building process that are now among some of the most important documents in 

the archives of the Isabella Stewart Gardner Museum.475  These snapshots of the 

building’s construction do not appear in the guest books, but Gardner’s allusion to 

her ongoing camera work is deliberate, as is her choice to juxtapose that rooftop 

portrait in Volume VI with a photograph of the courtyard in 1902 by Boston 

studio photographer Thomas E. Marr on the facing page.  The resulting diptych 
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472 Isabella Stewart Gardner et al, “Guest Book” Volume VI, page spread 40, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
473 Isabella Stewart Gardner et al, “Guest Book” Volume VI, page spread 42, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
474 Unfortunately, the guest book provides no insight into the identity of the photographer for this portrait of 
Gardner. 
475 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  I discuss these photographs in the conclusion to the dissertation. 
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demonstrates the arc of her photographic involvements from the amateur to the 

professional.  As the next chapter of this dissertation discusses in greater depth, 

Gardner and Marr collaborated to produce a comprehensive photographic 

catalogue of the artwork, installations, and building of Fenway Court.  In other 

words, Gardner ensured that photographic documentation of the building was an 

ongoing process and used different kinds of photography to accomplish that goal.  

Moreover, and as these pages in Volume VI demonstrate, she used the pages of 

her guest books to showcase the integral role of photography in the development 

of her museum. 

 When considered as single, isolated images, the snapshots within the guest 

books—their edges hand-trimmed and pasted down onto the page, at times 

obscuring written matter beneath them—present certain challenges to 

contemporary viewers.  Many of the photographs are not captioned, and the 

written entries they adjoin do not necessarily refer to who or what they depict.  

Douglas Nickel proposes that  

the photograph is the event; while at root the word connotes instinct and 
instantaneity, the snapshot is more often deliberately arranged, 
ceremoniously posed, and unhurriedly exposed than otherwise…Some 
images are made to remember an occasion, some to invent a memory, but 
almost all are conceived with the maker and his or her immediate circle as 
the intended audience.476   
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476 Douglas Nickel, Snapshots (San Francisco, CA: San Francisco Museum of Modern Art, 1998), 12.  For 
further reading on the history of snapshot photography, see Catherine Zuromskis, Snapshot Photography: 
The Lives of Images (Cambridge, MA: MIT Press, 2013); Sarah Greenough and Diane Waggoner, The Art 
of the American Snapshot, 1888-1978 (Princeton, NJ: Princeton University Press, 2007); Colin Ford and 
Karl Steinorth, eds., You Press the Button, We Do the Rest: The Birth of Snapshot Photography (London, 
UK: National Museum of Photography, 1988). 
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When the snapshot has lost its original context, he says, “it may offer itself to the 

pleasure of our active, creative imaginations.  Like haiku, it will ask us to 

complete it.”477   Yet the snapshots within the guest books offer themselves 

to an audience beyond the framework of the “immediate circle” because we know 

that they were arranged by Gardner herself and rest in albums bearing specific 

provenance within the museum.  As archival documents that have been stored on 

site from 1901 to the present, they share a history with the collection and built 

environment of Fenway Court.  We should therefore regard the snapshot 

photographs within the albums not as open-ended, fungible signs, but as a system 

of representation deliberately and repeatedly engaged by Gardner to document her 

institutional praxis.  In doing so, we may analyze the photographic, ephemeral, 

and written inclusions in each volume of the guest book series to uncover the 

parallels between them and the institution bearing her name.   

 A descriptive cataloguing of the inclusions in each of the fifteen volumes 

in the guest book series would not be useful, as doing so sacrifices the close 

reading and interpretation of specific textual and visual interactions in favor of a 

tediously comprehensive product that would yield little interest for readers.  Such 

a general description of content would also flatten the interactive character and 

liveliness inherent to the guest book format, thereby obscuring its historical and 

social functions.  A more productive methodology for uncovering the 

collaborative cultural work embedded in these albums involves the identification 
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477 Nickel, Snapshots, 13. 
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of key areas of interest for Gardner and her guests—including the gardens at 

Green Hill and Beach Hill, musical entertainment, Venetian life, self-portraits, 

and Harvard sporting events—and tracking the evolution of this thematic content 

in the guest books.  Following these themes reveals not only her chief 

preoccupations in building the museum, but the ways in which the social 

landscapes in the guest books paralleled the unfolding world of Fenway Court. 

Gardner’s Gardens 

Gardens and horticulture are a persistent theme in Gardner’s guest books, 

and snapshot photographs of her gardens at Green Hill in Brookline and Beach 

Hill in Beverly Farms appear regularly in Volumes I through VIII.  Gardner took 

her gardening seriously.  A news clipping from the Boston Globe pasted in the 

back cover of Volume VII demonstrates both her pride in her abilities and her 

desire to maintain evidence of her horticultural efforts even beyond the snapshots 

within her guest books (Figure 3.13).  “Splendid Exhibit at Horticultural Hall,” 

reads the title above the illustration, which shows Gardner and a male companion 

inspecting a variety of gargantuan flora.478  The illustration shows the two in a 

state of absorption, transfixed by the palm fronds waving overhead and 

elephantine leaves crowding their path through the hall.  Although Gardner’s back 

is turned in this image, the caption—“Mrs. John L. Gardner and her Exhibit at 

Horticultural Hall”—makes it clear that this “splendid exhibit” was her 
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478Isabella Stewart Gardner et al, “Guest Book,” Volume VII, inside back cover, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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handiwork.479  Gardner clearly relished the public attention that her gardening 

abilities attracted, and like this formal newspaper photograph the snapshots within 

her guest books render her gardens as performative sites in which her powers of 

cultivation are vegetable, social, and civic in nature. 

 The first few pages of Volume I (1893-1894) introduce Gardner as a 

figure deeply enmeshed with the world of the garden.  The inside front cover of 

the album contains a snapshot photograph of a vast bed of white irises and the 

facing page displays a landscape photograph of the wisteria-bedecked house at 

Green Hill (Figure 3.14).480  Gardner herself appears in the gardens at Green Hill 

in two snapshots on the next page with her face obscured in shadow, the billowing 

sleeve of her left arm twisting so that she can hold a complicated piece of 

millinery steady on her head (Figure 3.15).481  Her dress swirls up along her body 

in the sunlight, its folds like petals half-unfurled, her body rooted between two 

stands of trees.  The snapshots make her a fixture of the garden, a form at once 

statuesque and botanical.  As the first images in the guest book series, these 

photographs underscore Gardner’s identification with the landscape of her 

gardens by rendering her a part of it.  We are to understand that these lushly 

blossoming beds and arbors reflect her efforts, and that the guests whose faces 
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479 Isabella Stewart Gardner et al, “Guest Book,” Volume VII, inside back cover, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
480 Isabella Stewart Gardner et al, “Guest Book,” Volume I, inside front cover, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
481 Isabella Stewart Gardner et al, “Guest Book,” Volume I, verso side front flyleaf, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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appear in the album have been cultivated with similar care and picked for 

inclusion because of their exemplary qualities.   

 Volume I also introduces the social nature of Gardner’s gardens and the 

ways in which she used them to stage uninhibited interactions across age and 

gender lines in the years leading up to the founding of her museum.  For these 

initial entries, Gardner selected photographs that emphasize the animated nature 

of her visitors.  On the first page spread, five snapshots of attractive and stylish 

young people in the gardens at Green Hill are trimmed into long strips and pasted 

in an alternating up-and-down pattern along the guest book page’s grid (Figure 

3.16).482  Among these is a snapshot of a young woman at the right-hand edge of 

the page, her hair flowing behind her, her feet mid-leap and her left arm raised in 

the midst of what appears to be a dance step.  On the fifth page spread, two under-

exposed snapshots display another young woman and man in nearly gymnastic 

poses (Figure 3.17).  The woman holds her skirt in a gracefully curving arc 

stretching to the left-hand border of the photograph, her arms outstretched as if 

shimmying across the lawn.483  The man stands in profile, stony-faced as he kicks 

his right leg as high as his head.  These unguarded, almost radically silly 

snapshots evoke the visual banter of a comic strip, and suggest that the episodes 

within the frames should be interpreted lightheartedly.  They also serve as 

Gardner’s own notations upon the page.  While her guests inscribe their names 
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482 Isabella Stewart Gardner et al, “Guest Book,” Volume I, page spread 1, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
483 Isabella Stewart Gardner et al, “Guest Book,” Volume I, page spread 5, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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and travel information on the left hand side of the guest books, the right hand side 

is for “Events * Adventures * Remarks.”  By pasting in these humorous 

snapshots, Gardner implies that she is illustrating the nature of the adventures 

undertaken by the guests to the left hand side of the page—whether or not they 

are actually the people within the photographs.484  When taken together, Gardner’s 

assemblages of these lovely young faces and lithe bodies introduce Green Hill as 

a dynamic place where playful behavior and innocent shenanigans between young 

men and women could find a safe haven, and where creative risks might also find 

sanction. 

 A captioned photograph of the author Paul Bourget and his wife Minnie 

on the seventeenth page spread reveals the gardens at Beach Hill in Beverly 

Farms, Massachusetts, as another gathering place for Gardner’s accomplished and 

worldly friends (Figure 3.18).485  In doing so, it situates Gardner’s gardens as a 

meeting ground between herself and people of extraordinary potential and 

achievement.  In the photograph, two gentlemen—one dark-haired, mustachioed, 

and handsome, his gaze leveled beyond the frame to the right, the other white-

haired and bespectacled, gazing sternly in the same direction—flank the Bourgets 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
484 It should be noted that the matter of facial identification is a particularly vexed subject with regard to the 
analysis of photograph albums from the 1890s onward.  Unlike the typical cabinet card albums of the mid-
nineteenth century, snapshot and subsequent photographic technologies do not note the sitter(s) or the 
photographer(s) involved.  Gardner’s guest books are a wonderful archive for snapshot enthusiasts because 
their provenance is clear; however, because she did not routinely caption the people within the 
photographs, it can be challenging to identify them. 
485 Isabella Stewart Gardner et al, “Guest Book,” Volume I, page spread 17, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  I discuss the Gardner’s home at Beach Hill in second chapter of 
this dissertation.  Paul Bourget was a French poet, novelist, essayist, and critic who was introduced to 
Gardner’s circle by either Daniel Curtis or Henry James.  Bourget was a member of the Académie française 
but his work is not widely read today.  See: Carter, Isabella Stewart Gardner and Fenway Court, 137-141; 
McCauley, “Paul Bourget,” in McCauley et al, Gondola Days, 218. 
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on the left.  One of these men is a Monsieur Thiébault, then the French Consul at 

Boston, who signed his name on the left hand side of the page spread; the 

Bourgets have signed their names beneath his.486  Minnie stands between the men 

and her husband holding a furled parasol against her skirt, her left arm crooked to 

place her hand at her hip, her smile open and charming beneath the short brim of 

her hat.  Paul stands at the far right, his hands holding his boater in polite and 

friendly attention to the camera.  The group stands against a lush backdrop of 

leaves and the overall effect is one evocative of bas-relief sculpture, their lighter 

bodies standing like trompe-l’oeil figures against the darker background of 

foliage.  Like the prior images of Gardner in her garden at Green Hill, the 

Bourgets seem a part of the organic, unfolding performance of sociability at 

Beach Hill.487  The caption “Cosmopolis,” which is written in Paul Bourget’s 

handwriting, suggests that this framing was deliberate.  Cosmopolis was the title 

of Bourget’s 1893 novel set in Rome.  In the introduction to the novel, Bourget 

writes “You, who know better than any one the motley world of cosmopolites, 

understand why I have confined myself to painting here only a fragment of it. 

That world…can have neither defined customs nor a general character. It is 

composed of exceptions and of singularities.”488  By referring to the title of his 

novel in the caption to this photograph, Bourget identifies Green Hill as an 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
486 Carter, Isabella Stewart Gardner and Fenway Court, 139. 
487 See page 26-27 of this chapter for my discussion of two snapshots of Gardner in her gardens at Green 
Hill. 
488 Paul Bourget, “Introduction,” Cosmopolis (Paris: A. Lemerre, 1894).  Bourget sent Gardner a signed 
copy of this novel in 1894. 
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extension of that world “composed of exceptions and…singularities,” and links 

the activities in Gardner’s garden to that of a brilliant, transnational, mobile 

milieu. 

 However, the relaxed postures and countenances of the Bourgets mask the 

bit of melodrama and social reconciliation that apparently preceded this 

photograph.  Morris Carter notes that Minnie Bourget was apprehensive about her 

husband’s meeting of Isabella Stewart Gardner, as she had heard stories at 

Newport of “such a siren as Mrs. Jack” and worried that Bourget would fall prey 

to her womanly wiles.489  Whether this was a bit of artfully conceived marital 

storytelling designed to flatter their host or not, the tale concluded with the 

happiest of possible endings, as Thiébault later reported that “Mrs. Gardner’s 

hospitality gave even her guests of a day the impression that they belonged to the 

family.”490  As she did with the photographs of young people at Green Hill, 

Gardner pastes the photograph of the unidentified man, Thiébault, and the 

Bourgets in the right-hand “Events * Adventures * Remarks” section of the page 

spread, perhaps as a way of “remarking” upon the “adventure” of the erstwhile 

love triangle feared by Minnie Bourget.  If so, Gardner’s photographic annotation 

is decidedly humorous: even (or perhaps especially) within the most sophisticated 

of intellectual and artistic circles, matters of the heart were complex.  Gardner’s 

resolution to the misunderstanding was to return to maternal form and to 

document the friendliness of the interaction by posing her guests as if they were 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
489 Carter, Isabella Stewart Gardner and Fenway Court, 138-139. 
490 Carter, Isabella Stewart Gardner and Fenway Court, 139. 
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members of the same family unit complete with a white-haired paterfamilias and 

three young adult pseudo-siblings.  The “Cosmopolis” of the Beach Hill garden is 

therefore a place of well-maintained and clearly defined social boundaries 

orchestrated off-camera by Gardner herself.  The photographic assemblages 

within the guest books reveal Gardner’s gardens as public sites for the negotiation 

of intimate relationships, and evoke the ongoing public/private, 

domestic/institutional tensions that run throughout her photographic albums and 

museum. 

 Subsequent photographs in guest book Volumes III and IV showcase 

Green Hill as the site for a range of overlapping and communal artistic activities 

that would become vital to the cultural life of Gardner’s eventual museum.  On 

the thirty-second page spread of Volume III, across from a page signed by Boston 

area musicians Alex Blaess, Clayton Johns, and George Proctor, Gardner pasted 

two snapshots of Blaess sporting a thick mustache and slickly-parted hair holding 

a cello between his knees while sitting before a short marble arch in the garden 

(Figure 3.19).491  In the bottom photograph, Blaess grins while drawing the bow 

across the strings, his left hand poised to hold down the notes.  He appears again 

on page spread thirty-four, his eyes looking to the left of the frame as he plays the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
491 Isabella Stewart Gardner et al, “Guest Book,” Volume III, page spread 32, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. Little biographical information exists for Alexander Blaess, but he 
is mentioned as a cellist who performs at two of Gardner’s concerts.  See Carter, Isabella Stewart Gardner 
and Fenway Court, 172 and 186.  Clayton Johns was a composer and pianist who was trained at Harvard; 
he introduced Gardner to George Proctor, who was a pianist and a professor at the New England 
Conservatory.  Douglass Shand-Tucci discusses Gardner’s relationships with these men, many of whom 
were gay, within the context of her progressive social values; see Shand-Tucci, The Art of the Scandal, 81-
106. 
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instrument, his head and body framed by the white statuary figures and arches 

behind him (Figure 3.20).492  In Volume IV, a series of three snapshots depict 

another unidentified man (who may be either John Briggs Potter or Andreas 

Martin Andersen, who were artists in Gardner’s circle) standing at an easel 

painting the gardens at Green Hill (Figure 3.21).493  In the photograph at the top-

right corner of the album, the man paints with an audience of three surrounding 

him: a woman, a man, and a white statue of a woman just beyond the edge of his 

canvas.  All of the above snapshots highlight the ways in which the gardens at 

Green Hill served as a staging ground for Gardner’s patronage of the arts.  At the 

same time, they prefigure the ways in which her collection of art at Fenway 

Court—as represented by the statuary surrounding the cellist and the painter—

would serve as a framework for the activities depicted within her snapshots. 

 At the same time, the arrangement of the snapshots of Blaess, Johns, 

Proctor, Potter, and Andersen within these page spreads assert Gardner’s editorial 

stamp upon the guest books and by extension reveal her brand of civic authority.  

In particular, they demonstrate her usage of the photograph to override written 

material that might have been irrelevant to her as a matter of historical record or 

to comment upon her guests’ entries.  For example, in the right-hand side of page 

spread thirty-two of Volume III (which contains the aforementioned photographs 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
492 Isabella Stewart Gardner et al, “Guest Book,” Volume III, page spread 34, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
493 Isabella Stewart Gardner et al, “Guest Book,” Volume IV, page spread 11, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  Gardner installed works by John Briggs Potter and Andreas 
Martin Andersen at Fenway Court.  A watercolor portrait of Gardner’s close friend Matthew Prichard 
painted by John Briggs Potter stands on her desk in the Macknight Room, and an oil portrait of George 
Proctor painted by Andreas Martin Andersen hangs in the Blue Room. 
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of Blaess), George Proctor has sketched in a few notes in a musical staff and titled 

it “Heller,” while Gardner’s close friend Joseph Lindon Smith has sketched a 

series of smoking cannonballs or bombs with the words “VOTE FOR” on a sign 

amidst them (Figure 3.19).494  While the exact meaning of these sketches cannot 

be determined, Gardner’s decision to paste photographs next to—and slightly on 

top of—them carries mixed connotations.  On the one hand, her decision to 

augment the visuals provided by Proctor’s staff with action shots of a musical 

performance at Green Hill suggests her approval of this entry.  On the other hand, 

these photographs partially mask the content of Smith’s more politically charged 

satirical drawing.  If they do not contravene Smith’s visual commentary outright, 

these snapshots direct the reader’s attention away from the bomb sketch and 

refocus it upon the musical events planned by Gardner and held within her 

gardens.  As an American woman in the 1890s, Gardner would have had little 

sway over local or national elections and certainly would not have been able to 

vote in them. The snapshot photographs within this page spread demonstrate her 

efforts to present the space of the garden as a sphere of influence and power 

regardless of the forces beyond its carefully tended beds.  Like her gardens and 

the museum that would follow them—and unlike the world of politics and 

government—the guest books were social environments within the public eye that 

she could control. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
494 Isabella Stewart Gardner et al, “Guest Book,” Volume III, page spread 32, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  I discuss Gardner’s relationship with Joseph Lindon Smith in the 
second chapter of the dissertation and later in this chapter. 
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 Gardner built her museum around a garden to provide a perpetual 

showcase for her horticultural vision, which was not limited to the splendors of 

the plants themselves.  As Alan Chong suggests, she used her gardens at Green 

Hill as places to work through the knowledge she gained while traveling, and to 

envision ways in which she might synthesize the aesthetics of differing cultures 

for a future audience.495  Moreover, and as her albums of England in 1879 

demonstrate, elements of the gardens that she viewed while traveling found their 

way into the design of her museum.  Yet botanical elements were not the only 

entities being nurtured outdoors at Green Hill, and Gardner used the garden as an 

alternative domestic space in which to broaden the potential of her social circles 

and patronage as well.  The guest books demonstrate the ways in which the 

gardens at Green Hill served as experimental social spaces for Gardner and, as 

such, as critical sites for the expression and cultivation of her cosmopolitan 

identity.  In this way, the gardens at Green Hill were a laboratory for the social 

events that would eventually flower at Fenway Court and mark it as a cultural 

destination worthy of international renown. 

Musical Entertainments and Documenting Patronage 

 Musical notations and references to performances abound in Gardner’s 

guest books, and her activities as a patron of music in Boston are showcased 

throughout the series.  In an illuminating essay regarding Gardner’s involvement 

in the music scene in Boston, musicologist Ralph Locke observes that 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
495 Alan Chong, “Introduction,” Journeys East, 26-27. 
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 Gardner’s involvement in music, not surprisingly, proved to be typical for 
a woman of her class and means, yet also extraordinary.  We must be 
careful not to underestimate the historical significance of the extraordinary.  
Gardner’s case…reminds us how much could, in America’s era of 
merchant princes, be accomplished and be personally, sometimes 
idiosyncratically, shaped by an individual devoted to music and endowed 
with the financial means, energy, imagination, and stubborn selfishness that 
can put that devotion to work.496 

 
Locke’s assessment underscores Gardner’s impact upon the lives of several 

professional musicians with whom she had close personal contact.  However, and 

despite an effort to discuss Gardner as an “employer” instead of a philanthropist, 

his analysis betrays a certain one-sidedness to the complex relationship between 

patrons and artists.  Locke enumerates in detail the concerts, gifts, and payments 

Gardner made to those she supported, yet stops short of fully exploring the ways 

in which her association with musicians enhanced her own civic profile, 

particularly as a woman at the turn of the twentieth century.497  Her inclusions in 

the guest books reveal a different story.  The entries to her albums show how her 

long-term relationships with professional musicians—including composer Pier 

Tirandelli, Clayton Johns and his student Heinrich Gebhard, Boston Symphony 

Orchestra conductor Wilhelm Gericke, violinist Charles Martin Loeffler, George 

Proctor, composer Margaret Ruthven Lang, soprano Nellie Melba, and mezzo-

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
496 Ralph Locke, “Living With Music: Isabella Stewart Gardner,” in Ralph Locke and Cynthia Barr, 
Cultivating Music in America: Women Patrons and Activists Since 1860 (Berkeley, CA: University of 
California Press, 1997), 92. 
497 Ibid, 104-105.  Much to his credit, Douglass Shand-Tucci disregards the criticism of Gardner as a “lion-
hunter” of celebrity talent as “a small truth, best lost in the larger one,” (see “The New Woman,” in Shand-
Tucci, The Art of Scandal, 283). 
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soprano Lena Little—were vital to the success of her institutional leadership.498  

Moreover, these inclusions reveal Gardner’s effort to maintain a narrative of 

important musical events throughout the formative years of her civic bequest and 

her desire to circulate knowledge of these events through the communal rituals of 

album making. 

 The second page spread in Volume I of the guest book series is 

emblematic of the integral role musical performances had within the context of 

Gardner’s social life and the public ambitions underpinning it (Figure 3.22).499  

On the left-hand side of the page spread, Clayton Johns and Charles Loeffler have 

both signed their names.  On the right, and in the spaces designated for “EVENTS 

* ADVENTURES * REMARKS” opposite both of their signatures, Johns and 

Loeffler have drawn brief musical notations by way of remarking upon their visits 

with Gardner.  Gardner did not play any instruments as an adult but was able to 

read music, and presumably these notations refer to music that she enjoyed while 

in the company of Johns and Loeffler.  This presumption becomes something 

more tangibly possible in light of a snapshot photograph of a young man at a 

piano that Gardner pasted next to Johns’ musical notations.  This photograph, 

which appears to have been taken at Green Hill, shows the corner of a salon with 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
498 Pier Adolfo Tirindelli was an Italian born composer and violinist who met the Gardners in Venice in 
1892.  He developed a close relationship with Isabella Stewart Gardner after moving to the United States in 
1895 and would dedicate twenty-four musical manuscripts to her.  See: “The Palazzo Barbaro Circle: Pier 
Adolfo Tirindelli” in McCauley, et al, Gondola Days, 264.  Shand-Tucci describes the connections and 
relationships between these artists in Boston as well as their impact upon Gardner’s musical tastes, which 
purportedly ranged from the classical to the popular/vernacular; see Shand-Tucci, The Art of the Scandal, 
91-98. 
499 Isabella Stewart Gardner et al, “Guest Book,” Volume I, page spread 2, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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chairs and tapestry-covered tables surrounding a grand piano.  He plays to an 

apparently empty room, but the photographer establishes the fact of an audience, 

and the chairs waiting around him suggest that future listeners might soon be in 

attendance.  Moreover, what appears to be a lithographed portrait of a darkly-

bearded man with brooding eyes is tacked to the wall above his left shoulder and 

mitigates the seeming intimacy of his performance.  The implied and explicit 

voyeurism of this snapshot, as well as its inclusion within the guest book where 

future visitors could see it alongside Johns’ and Loeffler’s dedications, illuminate 

the ways in which even a private interaction could become a public text within 

Gardner’s albums.  At the same time, this page spread registers the conscious 

participation of the artists she patronized in the building of her cultural profile. 

 A photograph in Volume III of the salon at Green Hill underscores the role 

of her country home as a rehearsal space for the larger, later performance of her 

patronage at Fenway Court (Figure 3.23).500  The photograph displays the same 

corner of the room holding the grand piano from a slightly different angle.  No 

pianist sits at the keys, but someone (likely Proctor, who has signed the page 

opposite the image) has written “Tschaikowsky symphony pathetique” in the 

bottom right corner, along with the phrase “adagio lamentoso” and an excerpt 

from the symphony.501  The photograph as inscribed clearly held great meaning 

for Gardner, as she pasted it over dedications on the right hand side of the page 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
500 Isabella Stewart Gardner et al, “Guest Book,” Volume III, page spread 29, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
501 The choice of music is intriguing because it was the last symphony Tchaikovsky composed before his 
death in 1893. 
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spread.502  Both the photograph and Proctor’s personalized notations materialize 

the implied performance and confirm the salon at Green Hill as the site of 

Gardner’s patronage.  At the same time, the assemblage confirms the 

collaborative nature of the exchange between patron and artist: Proctor provided 

both the performance and significant commemorative evidence of it, rendering 

Gardner the beneficiary of his talents as well as his personal regard. 

 Gardner included beautifully illustrated and handwritten programs in her 

guest books as evidence of her organizational efforts in the musical community in 

Boston.  One such program featuring purple and blue hollyhocks commemorates 

an August 1898 performance of piano music by Beethoven and Chopin played by 

George Proctor in Beverly, Massachusetts (Figure 3.24).503  Another program 

regarding a concert at Green Hill in May 1900 is written across a Japanese 

chromolithograph of a bull with a flower behind one horn (Figure 3.25).504  

Gardner notes along the bottom of the program that Loeffler, Proctor, and Blaess 

participated in this concert, and their names are signed along the grid on the 

facing page. While many of the musical mementoes Gardner selected for the 

guest books recall private musical events, their inclusion within albums that 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
502 The photographs within the guest books are pasted onto the pages in a variety of ways.  At times, 
Gardner will simply glue the verso top side of the photograph to the page so that it might be flipped up to 
view the writing or hand illustrations underneath.  At other times, she will paste the entire photograph or 
news clipping to the page, regardless of what lies underneath.  While it is tempting to read into these 
editorial decisions on a case by case basis, such an analysis would be speculative.  In general, it seems that 
she sought a middle ground between preserving the integrity of the written text and the assuring the safety 
of the photographs or news clippings within the pages. 
503 Isabella Stewart Gardner et al, “Guest Book,” Volume IV, page spread 33, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
504 Isabella Stewart Gardner et al, “Guest Book,” Volume V, page spread 20, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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would pass through the hands of hundreds of people effectively publicized her 

interventions within the musical community in Boston.  These inclusions also 

foreshadowed the ongoing participation of the same players in the musical life at 

Fenway Court: Lena Little and George Proctor are among the first guests to sign 

her guest book at Fenway Court on Christmas Day in 1901, and their names 

continue to appear throughout the guest book series.505  Because Fenway Court 

was the site of public concerts, Gardner’s coterie gained a greater stage for their 

talents, and she gained recognition as a longtime and faithful supporter of the 

musical community.   

 While both Little and Proctor were comparatively small fish in the musical 

world, Gardner’s cultivation of their talents was clearly a point of pride for her, 

and the guest books provide comprehensive evidence her abilities as a reliable 

mentor and facilitator of musical events in Boston.506  In this way, the programs 

and dedications from a consistent group of artists showcase Gardner’s leadership 

within a broadening civic sphere.  At the same time, the guest books showcase the 

range of Gardner’s interactions with international celebrity musical artists.  In 

particular, her relationship with Nellie Melba confirms her pattern of using Green 

Hill as a site of preparation prior to bringing an artist to Fenway Court, and of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
505 Isabella Stewart Gardner et al, “Guest Book,” Volume VI, page spread 41, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
506 This is not to suggest that Gardner used her snapshot camera during anything but the most impromptu or 
private of performances at her homes or Fenway Court; there are no photographs of formal performances in 
any of the guest books or any other album in the archives of her museum.  Instead, the other print ephemera 
within the guest books—such as the programs—serve as mementoes of the public concerts that she hosted. 



!

!

223 

using the guest books to record the arc of that trajectory.507  Melba signed the first 

page of guest book Volume XIV at Green Hill on October 19th, 1915, and then 

signs the same again at Fenway Court on January 16th, 1916.  In her 

remembrance of Green Hill within the guest book, Melba writes “Live and let 

live” in her generous script and underlines the phrase (Figure 3.26).508  For her 

second and last entry at Fenway Court, she writes in the same column “Chanson 

Triste—Duparc,” a reference to a song written by the Romantic composer Henri 

Duparc.509  These sentimental inscriptions reveal a comfortable intimacy between 

Gardner and Melba, who could use a kind of musical shorthand to express their 

feelings about one another, and reflect positively upon the apparently 

nonjudgmental character of Melba’s host.  Gardner held Melba in high esteem: in 

1905 she gave the singer the much-admired yellow diamond that Gardner had 

worn during her tour of Cambodia in 1883.510  While there is no photographic 

evidence of Melba’s performance in the guest books, Gardner retained a 

photograph of the soprano to place in a case in the Yellow Room.  In this way, the 

guest book effectively anticipated her curatorial plan for placing photographic 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
507 Dame Nellie Melba was an acclaimed Australian mezzosoprano and celebrity of the Gilded Age.  
Gardner was introduced to Melba in February 1894 by William C. Whitney and subsequently invited the 
artist to perform at Fenway Court in 1905; the performance above was therefore Melba’s second at 
Gardner’s museum.  See Carter, Isabella Stewart Gardner and Fenway Court, 142 and 206; Shand-Tucci, 
The Art of the Scandal, 240-241. 
508 Isabella Stewart Gardner et al, “Guest Book,” Volume XIV, page spread 1, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
509  Isabella Stewart Gardner et al, “Guest Book,” Volume XIV, page spread 14, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
510 Gardner’s yellow diamond was purportedly coveted by the King of Cambodia.  See: Carter, Isabella 
Stewart Gardner and Fenway Court, 206; Shand-Tucci, The Art of the Scandal, 241. 
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documents of her patronage within the museum, in addition to retaining more 

intimate evidence within the guest books for her institutional archives. 

 A professional photograph of a painting by John Singer Sargent 

encapsulates the all-encompassing and reciprocal nature of Gardner’s patronage 

as it is depicted within the guest books.  The photograph is of Sargent’s portrait of 

Charles Loeffler and is pasted next to Loeffler’s signature and dedication in May 

of 1904 (Figure 3.27).511  As Alan Chong notes,  

A month after Fenway Court opened, Gardner invited Sargent to use the 
Gothic Room as his studio. Sargent painted Loeffler's portrait there in less 
than three hours, and then presented it to Mrs. Gardner on her birthday…A 
few days after receiving this portrait, Gardner presented a concert of 
Loeffler's compositions at Fenway Court, including the premiere of his 
Pagan Poem.512 

 
Chong outlines the interconnected nature of Gardner’s activities in patronage and 

highlights Fenway Court as a generative site for artistic production.  As 

professional “guests” at Fenway Court, Sargent and Loeffler were given creative 

and performative spaces in which to practice their talents.  In return, they 

produced work for their host that would be consumed by audiences beyond 

Gardner herself, and build her museum’s reputation as an ongoing public cultural 

phenomenon.  The guest books illuminate the dynamics that helped Gardner to 

prepare the circuitry for this vast web of communication and interchange, in 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
511 Isabella Stewart Gardner et al, “Guest Book,” Volume VII, page spread 35, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
512 Alan Chong, "Music and Life at Fenway Court," in Eye of the Beholder, Alan Chong et al, (Boston: 
ISGM and Beacon Press, 2003): XVIII. 
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which artists paid tribute to their host and patron through artistic collaborations 

with each other. 

 A closer examination of the photograph of Loeffler’s portrait reveals that 

the exchanges of artistic influence documented within the guest books also 

established Gardner as a force in networks she had not actively cultivated.  The 

photograph of the Loeffler portrait is stamped by the studio of New York City 

photographer Chester Abbott Lawrence, whom Alfred Stieglitz listed as an 

“associate” member of the Photo-Secession in a supplement to Camera Work in 

July 1903.513  The occasion for documenting the portrait is unknown, and it is not 

clear from the guest book where Gardner acquired Lawrence’s photograph.  

Nonetheless, it is worth noting that an “associate” member of Stieglitz’s circle 

photographically documented a work within her collection.514  Gardner was 

known to members of the Photo-Secession because she was visited in the same 

year as the above guest book entry by another member of Stieglitz’s cohort, the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
513  Alfred Stieglitz, Camera Work, Issue Number 3, “Supplement,” 1903. 
514 While his career remains somewhat obscure, Chester Abbott Lawrence established a reputation as a 
photographer of fine art in Boston, MA around 1900.  Judging from the date range within Gardner’s guest 
book, he appears to have moved his business to New York by 1902.  In 1904, Lawrence also created 
photographic portraits of J.A.M. Whistler’s friend John White Alexander, an American artist affiliated with 
the European Symbolist movement. 
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photographer Edward Steichen.515  Steichen accompanied art dealer Eugene 

Glaenzer to Fenway Court in 1904 to deliver Dégas’s Madame Gaujelin.  A letter 

in the archives of the museum reveals that he wrote to Gardner afterward to 

express  

…my appreciation of our little visit to your villa Saturday morning, and of 
the distinction of placing the beautiful Degas within such a casket of 
wonderous beauty--I am still under the bewildering influence of the 
magnificent beauty and the art with which you have clothed and surrounded 
your personality, and which stands quite as unique in modern civilization as 
it is as complete and great an expression of your own artistery as that of the 
masters you have gathered.  I would thank you for so much inspiration and 
for the honor of accepting the proofs of my prints in ‘Camera Work’.516 

 
Steichen clearly wished to attract Gardner’s attention, as any aspiring artist or art 

dealer would when given an audience with a powerful collector.  As a measure of 

her regard for the gesture, Gardner placed this edition of Camera Work on a shelf 

within the vestibule of the Macknight Room, the gateway to the room that held 

her Vatichino.517   

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
515 Edward Steichen was a monumental force in the field of photography in the twentieth century.  He was 
an academically trained artist and self-taught photographer who shaped the Pictorialist movement as an 
elected member of the Linked Ring as well as Stieglitz’s Photo-Secession.  He collaborated with Stieglitz 
in the publication of Camera Work and in the exhibitions at the Little Galleries of the Photo-Secession 
(later known as 291).  Steichen became interested in photojournalism and continued his photographic work 
as a member of the armed forces through World Wars I and II.  In 1947 he became director of the 
department of photography at the Museum of Modern Art, New York, and retired in 1962.  For further 
reading, see Joel Smith, Edward Steichen: The Early Years (Princeton, NJ: Princeton University Press, 
1999); Ronald J. Gedrim, ed., Edward Steichen: Selected Texts and Bibliography (Oxford, England: Clio 
Press, 1996); Todd Brandow and William A. Ewing, Edward Steichen: Lives in Photography (New York, 
NY: W.W. Norton & Company, 2008); Eric Sandeen, Picturing an Exhibition: The Family of Man and 
1950s America (Albuquerque, NM: University of New Mexico Press, 1995); Patricia Johnston, Real 
Fantasies: Edward Steichen’s Advertising Photography (Berkeley, CA: University of California Press, 
1997). 
516 Letter from Edward Steichen to Isabella Stewart Gardner, c.1904, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
517 Alfred Stieglitz et al, Camera Work, Issue Number 2, 1903, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  I discuss the Vatichino in the first and fourth chapters of this dissertation. 
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 Gardner’s inclusion of Lawrence’s photograph within her guest book 

highlights her first association with Pictorialism and marks the beginning of a 

photographic interest that would evolve over that first decade of the twentieth 

century.  Three years after the date of the Lawrence inclusion, Gardner would 

commission a series of enigmatic portraits from the photographer Baron Adolph 

de Meyer, who was a member of the Royal Photographic Society as well as an 

elected member of the Linked Ring in 1906 (Figures 3.28-3.29).518  None of these 

portraits are included within the guest books, but they act as evidence of her 

involvement within artistic circles even beyond her primary relationships of 

patronage.519  De Meyer’s portraits show Gardner at half-length, with her torso 

and face rotated slightly to her left in order to face the lens.520  While one 

photograph depicts her wearing a wide-brimmed hat, her brows lifted and mouth 

severe, the others show her drawing a filmy scarf about her head and shoulders, 

her countenance gentle and nearly smiling.  That Gardner sat for these portraits 

with de Meyer—who would go on to show his work at Stieglitz’s Little Galleries 

of the Photo-Secession in 1907, and would be the sole photographer shown within 

Issue Number 24 of Camera Work—is particularly significant in light of the fact 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
518 Adolph de Meyer, photographic portraits of Isabella Stewart Gardner, c.1906, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  For information regarding de Meyer’s career and professional 
associations, see: John Szarkowski, Willis Hartshorn, and Anne Ehrenkranz, A Singular Elegance: The 
Photographs of Baron Adolph de Meyer (San Francisco, CA: Chronicle Books, 1994); Arthur Ollman, The 
Model Wife (Boston, MA: Little, Brown, 1999). 
519 De Meyer apparently laid the groundwork for this photographic collaboration by visiting Fenway Court 
in 1903.  He sent Gardner a letter of thanks to express his admiration for her “genius.”  Letter from Adolph 
de Meyer to Isabella Stewart Gardner, August 1903, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
520 Adolph de Meyer, photographic portraits of Isabella Stewart Gardner, c.1906, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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that she sat only one other professional photographic portrait in the twentieth 

century.521  While the Photo-Secession was not well known beyond avant-garde 

circles in the early twentieth century, Gardner’s association with these 

photographers reveals her knowledge and estimation of their aesthetic 

contributions.  The histories of individual photographic documents within the 

guest books, such as Lawrence’s photograph of the Loeffler portrait, therefore 

illuminate the extent of Gardner’s reputation within elite artistic and intellectual 

networks and foreground her quietly determined efforts to document her position 

within them. 

Venetian Impresario 

 Gardner’s relationship with Venice is extraordinarily well-documented 

territory, and many of the photographs that appear in the guest books have been 

used as illustrations of her life at the Palazzo Barbaro.522  However, the specific 

role that her guest books played in the development of her connections to the city 

and its inhabitants—both permanent and itinerant—has not been fully explored.  

A brief comparison to the albums that resulted from her travel and study in Italy 

reveals a distinction in purpose between these two album forms.  While Gardner’s 

travel albums of Italy predominantly feature professional photographs of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
521 John Hannavy identifies Adolf de Meyer as the principal photographer for Issue Number 24 of Camera 
Work.  See: Hannavy, Encyclopedia of Nineteenth Century Photography (London, UK: Routledge) 397.  
Gardner also sat for a photographic portrait by Otto Rosenheim between 1906 and 1907.  Prints of this 
photograph are held in the Smithsonian Archives of American Art and the Archive of the Isabella Stewart 
Gardner Museum. 
522 Both Elizabeth Anne McCauley and Alan Chong use photographs and textual illustrations from 
Gardner’s guest books in their essays for Gondola Days.  Chong briefly discusses the functions of her guest 
books in “Artistic Life in Venice,” McCauley et al, Gondola Days, 93. 
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canonical paintings, sculpture, and architecture, the Venice of her guest books is 

mostly rendered in informal snapshot photographs of her friends and 

acquaintances.  A few exceptions can be noted: Volume I contains a professional 

photograph of the Palazzo Barbaro as seen from the canal signed by “Po. 

Salviati,” and Volume II holds three page-sized exterior photographs of the 

Palazzo Barbaro that might have been purchased from another professional 

vendor (Figure 3.30).523  For the most part, however, the photographic materials 

devoted to Venice within the guest books appear to have come from a handheld 

camera.  As such, they document her life within Venice from a personalized 

vantage point, and when taken together with the written dedications and other 

ephemeral materials pieced into the album by her hands, they reveal her efforts to 

insert herself as something more integral to the life of the city than a tourist. 

 The first several pages of Volume II showcase evidence of Gardner’s 

activities as a patron of the arts in Venice, and many of these inclusions were 

created by the artists themselves with humorous intentions.  For example, the 

recto side of the front flyleaf features a pen and ink sketch by the painter Anders 

Zorn of a woman and two cherubs pasted alongside a photograph of the Palazzo 

Barbaro (Figure 3.31).524  The woman in the sketch wears a doubled, lengthy 

strand of pearls and a short-sleeved gown with a plunging neckline much like the 

Worth gowns favored by Gardner.  In her left arm she appears to be cradling a 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
523 Isabella Stewart Gardner et al, “Guest Book,” Volume I, inside back cover, and Volume II, inside front 
cover and page spread 10, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
524 Isabella Stewart Gardner et al, “Guest Book,” Volume II, recto side front flyleaf, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 



!

!

230 

cherub with a palette, and rests her right hand against the back of a cherub playing 

a violin.  While a halo rings this woman’s head, the expression beneath her short 

fringe of bangs is one of dismay: her mouth is a single, downward-facing curve 

beneath the large dots meant to represent her eyes.  The overall effect of the 

cartoon is humorous and flattering: Gardner is rendered as the overwhelmed 

mother of the infantile artists who cling to her skirts and clamor for her attention.  

Furthermore, her juxtaposition of this sketch beside a photograph of the Palazzo 

Barbaro, the home she rented for many seasons in Venice and which inspired her 

eventual architectural design of Fenway Court, links her activities as a patron to 

her residence within the city.525  The assemblage on the flyleaf therefore 

accomplishes many messages in a few strokes of the pen and paste pot, and places 

Venice as yet another site on the expanding map of Gardner’s influence. 

 Other caricatures and musical notations in Volume II showcase Gardner’s 

easy relationships with the artists peopling her overseas social networks.  Page 

spreads one and three contain pasted-in pen-and-ink likenesses of local women in 

animated conversation and a droopy-eyed, weak-chinned man from the front and 

in profile.526  The sketch of the women partially obscures a dedication from Zorn 

ending with the words “things that seems wrong” and what appears to be a lobster 

on a platter (Figure 3.32).527  An exuberant signature from the Tirandelli on the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
525 See footnote 459 for information regarding the architectural and cultural history of the Palazzo Barbaro 
in Venice. 
526 Isabella Stewart Gardner et al, “Guest Book,” Volume II, page spreads 1 and 3, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  The women were sketched by Zorn, the man by Ettore Tito. 
527 Isabella Stewart Gardner et al, “Guest Book,” Volume II, page spreads 1, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  
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fourth page spread is drawn through with a musical staff and is complemented by 

a brief musical notation on the facing page captioned as “Al Giardino.”528  Page 

spread six displays the signatures of two Spanish princesses as well as a musical 

program written directly onto the page in Gardner’s handwriting (Figure 3.33).529  

Three of the selections for that concert were composed by Tirindelli, whose 

signature also appears on the facing page under Gardner’s handwritten caption 

“Artists.”530  By including this program, Gardner signals her ongoing sponsorship 

of musical entertainments while overseas and claims Venice as an extension of 

her territorial patronage.  Gardner uses the guest books to assert herself as an 

engaged resident of the city, and to assemble a roster of elite social entities, 

artistic professionals, and events illustrative of her productive social time in 

Venice.  In this way, the guest books document and publicize her labor beyond 

traipsing through the galleries of public and private collections of art and elevate 

her status to that of an inside player within the social networks of the city. 

 The snapshot photography of Venice that Gardner includes in the guest 

books further substantiates her activities as a host and patron with a keen sense of 

humor.  In the first few pages of guest book Volume IV, Gardner arranges a series 

of assemblages that showcase her enjoyment of her friends’ shenanigans, as well 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
528 Isabella Stewart Gardner et al, “Guest Book,” Volume II, page spread 4, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
529 Isabella Stewart Gardner et al, “Guest Book,” Volume II, page spread 6, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
530 Ibid. 
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as her willingness to be at the center of the mischief.531   In a memorable snapshot 

on the right-hand side of page spread two, Gardner appears in a light-colored 

dress holding her parasol above her head (Figure 3.34).  She is surrounded by a 

group of five well-dressed men in suits and straw boater hats who pose around 

and lean upon the nearly waist-high metal basket that encircles Gardner, and one 

of them holds a section of a long rope that is attached to a bucket.  The rope 

holder appears be Gardner’s friend Joseph Lindon Smith, who was never averse 

to any kind of fun.532  Upon further inspection, the situation becomes clear to the 

viewer: Gardner is standing atop the lid of a closed well.  The visual gag is 

understated due to the size of the photograph, but her habit of placing snapshots in 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
531 Isabella Stewart Gardner et al, “Guest Book,” Volume IV, page spread 2, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
532 Perhaps the most consistent through line from Gardner’s life in Venice to her life in Boston may be 
traced through the entries of her friend Joseph Lindon Smith, whom she met while he was painting 
outdoors in Venice in 1892.  Smith was an accomplished watercolorist who trained at the School of the 
Museum of Fine Arts in Boston and the Academie Julian in Paris in the early 1880s. Smith established a 
studio in Boston in 1885 and drew the attention of Denman Ross, who was a friend of Gardner’s and a 
professor of fine arts at Harvard University.  Smith and Ross shared an interest in the art of ancient 
civilizations and traveled together in the early 1890s, beginning a lifetime cycle for Smith of viewing and 
reproducing art and artifacts in situ.  The precise details of their first meeting are somewhat disputed, but 
Gardner and Smith met in Venice during one of his periods of travel and study in Italy in 1892.  Gardner 
admired his watercolor paintings and purchased several of the Palazzo Barbaro; in return, the young man 
became one of Gardner’s most steadfast friends as well as a vital player in the artistic collection and 
cultural life of Fenway Court.  In addition to working as an art agent who helped Gardner to acquire the 
Piero della Francesca fresco of Hercules now hanging in the Early Italian Room, Smith arranged several 
theatrical productions at Fenway Court and was a vital player in Boston’s design reform movement.  
Although Smith pursued a career as a field artist for archeological excavations in Egypt beginning in 1899, 
he and his wife Corinna maintained a residence in Dublin, New Hampshire and were regular visitors to 
Gardner’s homes until the end of her life.  Gardner’s guest books attest to the length and depth of this 
relationship: J.L. Smith had multiple entries in all but the last of her guest books.  His entries are always 
witty and beautiful, clearly designed to delight his friend.  Alan Chong provides a helpful introduction to 
the life of Joseph Lindon Smith and his relationship to Gardner; see McCauley, et al, Gondola Days, “The 
Palazzo Barbaro Circle: Joseph Lindon Smith,” 260-261.  Smith’s papers are held at the Smithsonian 
Archives of American Art.  For further reading on Smith’s remarkable life, see: Allam Mahdi, Joseph 
Lindon Smith: the Man and the Artist (Cairo, Egypt: Société Orientale de Publicité, 1949); Barbara S. 
Lesko, Diana Wolfe, and Joseph Lesko, Joseph Lindon Smith: Paintings from Egypt: An Exhibition in 
Celebration of the 50th Anniversary of the Department of Egyptology at Brown University (Providence, RI: 
Brown University, 1998). 
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the “Events * Adventures * Remarks” part of the page grid indicates that the 

inclusion is significant to her.  In other words, Gardner wanted to showcase this 

almost improbably silly moment of faux-dunking for future readers and signers of 

the album. 

 When read within the context of the assemblages on this page spread and 

the next, however, this seemingly frivolous snapshot emerges as a document of 

Gardner’s cultural labor in Venice.  The left-hand side of the page spread bears a 

small stamp of a winged lion and beneath that a folded letter that appears to share 

a bit of gossip, beginning with the words, “There is a man here—middle aged 

man with greyish hair and slightly bald—He is married—or was two days ago.  

His wife and daughter being in Constantinople with several Turks devoted to 

them may of course have ended...”.533  The letter’s folds prevent the guest book 

reader from seeing any further information, but the implications are clear: like the 

lion whose gaze looks beyond the top of the guest book’s pages, Gardner received 

intelligence from members of her social networks while she was holding court in 

Venice.  Of course, the information proffered in this letter could have been 

benign, but the folds in the letter render it a suggestive rather than inclusive 

object.  The mystery of this message is not further resolved by an entry from her 

friend Smith, who signs his name at the left and draws the silhouette of himself in 

a gondola alongside remembrances of “Twilight and darkness in St. Mark’s” and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
533 Isabella Stewart Gardner et al, “Guest Book,” Volume IV, page spread 2, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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“ ‘Nani’ singing beneath the windows.”534  When analyzed in the context of these 

other inclusions to the page spread, the image of Gardner standing at the top of a 

well seems fitting, as the meaning of these written entries run beneath the surface 

of the guest book.  Moreover, her deadpan posture within the snapshot speaks to a 

level of self-possession in the face of potential ridicule that would be essential to 

her civic leadership.  Insouciance in the midst of merely human tomfoolery was 

key to Gardner’s intrigues with Smith, Zorn, and the other well-networked men 

and women of Venice, as her composure earned their respect and prompted 

confidences like the one in the folded letter.  At the same time, it would be a 

critical strategy for maintaining control of her collection, installations, and the 

civic bequest of Fenway Court in the earliest years of her museum’s history. 

Portraits of Isabella 

 That Gardner shared her Kodak with her friends—or allowed them to use 

their own—is evident from the sixty-eight photographic snapshots of her 

throughout the guest books.  Photography was a collaborative enterprise in the 

making of her guest books, and her friends undoubtedly had a hand in framing the 

content of some of these shots, but Gardner selected and arranged the images 

within the volumes herself.  The fact that she included them is significant.  She 

professed to being ambivalent about being photographed, and wrote to one 

acquaintance who requested a photograph of her in 1915 that “I am never 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
534 Isabella Stewart Gardner et al, “Guest Book,” Volume IV, page spread 2, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  The events to which Smith refers are not clear from the guest 
book. 
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photographed, except by some Kodak fiend, who does it on the sly, & without my 

permission.”535  However, the number of photographic portraits of Gardner within 

the guest books belies her protestations.  As in her museum, Gardner maintained a 

strict hand in the installation of every object in her guest books, and the portrait of 

her social identity that emerges from them is a self-consciously constructed and 

mediated display.  Anne Higonnet has suggested that the installations within 

Gardner’s museum constitute her self-portrait, as the history and arrangement of 

the objects in her collection illuminate the public intentions of an otherwise 

private selfhood.536  While her installations were intensely personal, they do not 

reflect the machinations by which her institutional identity came into being.  

Through Gardner’s guest books, we may find far less oblique evidence of her 

efforts to curate a public identity, and discern the instrumental role snapshot 

photography played in the construction of a widely recognizable self. 

 Volume III includes two compelling snapshots of Gardner that reveal her 

wit and adroitness in self-portrayal.  On page spread fifty-two, she appears in her 

customary veiled hat and elbow-length gloves holding a puppy up to her face in 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
535 Isabella Stewart Gardner to a “Mr. Hill” (unidentified), 29 November 1915, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. The question of whether Jack Gardner ever took some of the 
snapshots or other photographs within the guest books is not difficult to answer—he undoubtedly did—but 
to determine exactly which of these photographs were the result of his work would be impossible.  Jack did 
write in his wife’s guest books a total of ten times and appears in some snapshots, but only through Volume 
IV.  He passed away in December 1898 and the preponderance of the photographic materials within the 
guest books was generated after Jack’s death.  In short, Jack is not a dominating presence in the guest 
books.  Gardner was private about their relationship and it is not surprising that she would choose to keep 
such public documents largely clear of her longstanding intimate relationship. 
536 Anne Higonnet, “Self-Portrait as Museum,” RES: Anthropology and Aesthetics, Number 52 (Autumn 
2007), 5. 



!

!

236 

the garden at Green Hill (Figure 3.35).537  While she stands in bright sunlight, her 

face is shielded by the screen of her veil and the wiggly puppy that looks to the 

left of the frame.  The juxtaposition is startlingly monstrous: because her dress 

and veil are light in hue, and because the dog’s body is also white, only the 

puppy’s dark head and face are visible where her face should be.  In a similarly 

surprising snapshot on page spread 57, one of Gardner’s “Kodak fiends” has 

captured her in the shade of her veranda with her head back and feet up in the 

wicker chaise, ostrich-plumed hat pushed rakishly down upon her forehead, a 

gloved left hand holding a long cigarette holder between her index and middle 

fingers (Figure 3.36).538  Gardner’s expression in this portrait is heavy-lidded and 

serene, and her upright fingers would seem to gesture a benediction, were it not 

for the cigarette they clench.  Is she a saint about to impart a blessing, or sinner 

caught unapologetically mid-debauch?  The “lady of leisure” trope is thoroughly 

upended in these canny inclusions; their tongue-in-cheek naughtiness seems like a 

preemption of caricature.  In this way, the guest book snapshots emerge as 

instruments of Gardner’s self-awareness and as evidence of her ongoing efforts to 

assemble an amusing and resilient public persona.   

 The news clippings within the guest books also occasionally present 

Gardner’s opinion of the viewing public.  Page twenty-four of guest book Volume 

IX contains a cartoon titled “In der Pinakothek” by an artist named Eugen 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
537 Isabella Stewart Gardner et al, “Guest Book,” Volume III, page spread 52, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
538 Isabella Stewart Gardner et al, “Guest Book,” Volume III, page spread 57, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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Kirchner that supports this theory (Figure 3.37).539  In this print, a weak-chinned, 

droopy woman in a fur-trimmed coat stands perturbed before a Neoclassical 

history painting of two men struggling to capture two naked women.  The droopy 

woman, whose eyes roll to the ceiling in an expression of dismay, has begun to 

turn away from the painting.  This dull gallery visitor is a stand-in for all those 

who would dare to judge Gardner’s life or her grand project, and the cartoon’s 

inclusion within the guest book represents Gardner’s dismissal of those so easily 

scandalized. 

 Gardner’s guest books reveal an insistent strategy of integration, in which 

snapshots of the quotidian self are continually juxtaposed with evidence of her 

public life and persona.  Guest book Volume VI contains multiple images of 

Gardner’s friends in the gardens at Green Hill, as well as a portrait of her seated 

on the grass underneath her parasol, her ever-present and adorable dogs 

gamboling about her lap.540  Yet within these same pages, a snapshot of the artist 

Anders Zorn in a top hat at Green Hill appears next to his decisive signature, and 

a printed program of a concert hosted at Green Hill featuring the musicians 

Loeffler, Little, and Proctor occupies most of the right-hand side of another page 

spread (Figure 3.38).541  Later in the same guest book, Gardner pasted a snapshot 

of her friend the art historian Matthew Prichard striding purposefully across the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
539 Isabella Stewart Gardner et al, “Guest Book,” Volume IX, page spread 24, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
540 Isabella Stewart Gardner et al, “Guest Book,” Volume VI, page spreads 1-11, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
541 Isabella Stewart Gardner et al, “Guest Book,” Volume VI, page spreads 3 and 12, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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lawn at Green Hill, the trellises of her garden visible to the right of the frame 

(Figure 3.39).542  Prichard was a recent but ardent addition to Gardner’s close 

circle of friends and a critical force in the articulation of her museum’s aesthetic 

philosophy.  Although he was officially an employee of the Museum of Fine Arts, 

Boston, Prichard lived as an invited guest of Gardner’s on the first floor of 

Fenway Court, and was therefore a primary witness to the last stages of the 

museum’s installation and preparation prior to its public opening in 1903.  Within 

guest book Volume VI, Prichard has signed the left hand side of page spread fifty-

five and his dashing figure appears just above an inscription in his own hand on 

the right: “Reading Crime et châtiment.”543  Immediately to the left of this literary 

allusion, Prichard writes in the “Going To” column of the page grid that his 

headed to “Fenway Court.”  In this assemblage, Gardner highlights Prichard’s 

reference to living at her museum by topping the announcement with her own 

snapshot, clearly pleased to have a member of the administration at the Museum 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
542 Isabella Stewart Gardner et al, “Guest Book,” Volume VI, page spread 55, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  Matthew Stewart Prichard (no relation to Gardner) studied the law 
at Oxford but after a brief career as a barrister moved to the United States to become secretary of the 
Museum of Fine Arts, Boston in 1902 and in 1904 became its assistant director.  Prichard and Gardner 
became close friends and shared an aesthetic philosophy that was influenced by their mutual friendship 
with Japanese curator and scholar Okakura Kakuzo.  Prichard ran afoul of the Museum’s administration 
during a protracted dispute about the fate of its plaster cast collection and was dismissed in 1907.  In his 
subsequent move to Europe, he became friends with Henri Matisse and entered circles that included T.S. 
Eliot and Clive Bell.  Prichard was a prisoner of war at Ruhleben, Germany between 1914 and 1918 and 
later assisted Thomas Whittemore in the discovery of the last Byzantine mosaics in the Hagia Sophia in 
what was then Constantinople.  He remained friends with Gardner until the end of her life; his papers are 
held in the archives of the Isabella Stewart Gardner Museum.  For biographical sources on Prichard, see: 
Rémi Labrusse, “Matthew Stewart Prichard,” Oxford Dictionary of National Biography, (Oxford, UK: 
Oxford University Press, 2004), accessed via web 11 February 2015 
http://www.oxforddnb.com.ezproxy.bu.edu/view/article/66937?docPos=1.  For relationship with Isabella 
Stewart Gardner and impact upon Fenway Court, see Alan Chong, “Mrs. Gardner’s Museum of Myth, RES: 
Anthropology and Aesthetics, No. 52, “Museums: Crossing Boundaries” (August, 2007), 212-220. 
543 This is the French title of Fyodor Dostoyevsky’s novel Crime and Punishment, which was first 
translated into English in 1885. 



!

!

239 

ensconced within her own walls.544  Because Volume VI is the first guest book to 

feature entries from Fenway Court, Gardner’s integration of these candid images 

of her accomplished friends—all of whom enjoyed significant support from her—

is deliberate, and dissolves the hard and fast boundaries between her private, 

domestic self and her public one.  The borderline between her friendships and her 

professional collaborations is made indistinct by the guest book assemblages, in 

which the edges of her snapshots impinge upon the written text, jostling one 

another for attention and comprehension like so many virtual courtiers. 

 Photographs of Gardner become scarcer in the guest book series after 

Volume VIII, which begins in 1907, but her inclusions thereafter highlight her 

priorities in self-representation.  Guest book Volume IX contains two group 

snapshots that showcase Gardner at her most dynamic.545  She stands in the 

middle of a group of well-dressed young men—including the influential interior 

decorator and collector Henry Davis Sleeper and the economist and politician A. 

Piatt Andrew, who were both close friends of hers—wearing a short fur jacket and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
544 Gardner’s domestic arrangement with Prichard was not romantic, and she also extended a similar set of 
privileges to John Singer Sargent when she invited him to use the Gothic Room as a studio for a period of 
time in 1903.  Sargent’s portrait of Mrs. Fiske Warren and her daughter, Rachel, which now hangs at the 
Museum of Fine Arts Boston, was painted at Fenway Court and shows decorative elements of the Gothic 
Room in the background of the painting. 
545 Isabella Stewart Gardner et al, “Guest Book,” Volume IX, page spread 21, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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a jaunty hat that seems to have wings sprouting from the back (Figure 3.40).546  In 

the topmost image, these six men extend their arms and point their fingers at 

Gardner, while she turns her back to the camera and points to something beyond 

the circle.547  In the bottom photograph, all of these young men face the camera 

with smiles, apparently amused by their shenanigans with Gardner, who is also 

laughing.  While the occasion for the photographs is not clear from the 

accompanying inscriptions, Gardner includes a newspaper clipping on the 

opposite page that exhorts readers to attend a concert of the renowned Kneisel 

Quartet at Fenway Court that May.  When taken together, these playful snaps and 

clips of youthful admirers and prestigious musical events under her aegis 

showcase Gardner as a social instigator, and as a catalyst for events on a broader 

cultural stage. 

 Her friendship with Andrew was a particular point of pride within her 

social network, as his career in the Treasury, his role in founding the American 

Field Service, and his work as a member of Congress all resonated with Gardner’s 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
546 Henry Davis Sleeper was one of the first American interior designers and the creator of Beauport, a 
historic home in Gloucester, MA.  Sleeper was also a collector of folk art and used Beauport as a display 
space for his collections, much as Gardner would do in her creation of Fenway Court.  Abram Piatt Andrew 
was Henry Davis Sleeper’s partner and held a distinguished career in civil service.  Andrew was a professor 
of economics at Harvard University after earning his PhD there in 1900 and became director of the United 
States Mint in 1909.  He subsequently served as secretary of the treasury between 1910 and 1912, and in 
1914 he founded the American Field Service, an ambulance corps to which Gardner contributed support.  
After serving as an officer in the U.S. Army between 1917 and 1918, he was elected a member of the 
House of Representatives for Massachusetts.  The letters of Sleeper and Andrew have been published; see: 
E. Parker Hayden, Jr. and Andrew Gray, Beauport Chronicle: The Intimate Letters of Henry Davis Sleeper 
to Abram Piatt Andrew, Jr., 1906-1915 (Boston, MA: Society for the Preservation of New England 
Antiquities, 1991).  For a historical analysis of gay-friendly vacation enclaves in the Gilded Age, see Kevin 
Murphy, “‘Secure from All Intrusion’: Heterotopia, Queer Space, and the Turn-of-the-Twentieth Century 
American Resort,” Winterthur Portfolio, Vol. 43, No. 2/3 (Summer/Autumn, 2009): 185-228. 
547 Unfortunately, neither the guest book nor the snapshot provide any clues to what they might have been 
pointing out. 
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values regarding public service.  She painstakingly documents her admiration for 

his work through repeated inclusions of press clippings and photographs in the 

remaining volumes of the guest books, and Andrew pays tribute to his host in 

return.548  In Volume XII, Gardner has pasted two snapshots of herself with 

Andrew and other friends in Gloucester, MA next to their signatures (Figure 

3.41).549  Andrew’s dedication is particularly enticing: “Saw Y and the garden 

with Jimmy Valentine.”550  “Y” was a pet name Gardner’s close friends used to 

refer to her, and “Jimmy Valentine” was a character in a popular stage play about 

the redemption of a criminal.  In his cryptic note, Andrew conveys the degree of 

intimacy shared between himself and Gardner with admirable efficiency: they are 

close enough to use nicknames and to joke about lowbrow entertainments with 

one another, like a couple of college students sharing humorous internet memes 

on each other’s Facebook profiles. 

 The Isabella who emerges from her guest books is an assemblage.  

Because Gardner’s identity is refracted through the lenses of multiple image-

makers and storytellers within the guest books, her identifying properties are 

variable, and she becomes an attractive figure to those who wish to know her 

through these albums.  Gardner’s guest books make her social connections and 

friendships visible, but they also delineate clear boundaries to protect the specifics 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
548 Isabella Stewart Gardner et al, “Guest Books,” Volumes 10, 12, and 14, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
549 Isabella Stewart Gardner et al, “Guest Book,” Volume XII, page spread 9, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
550 Isabella Stewart Gardner et al, “Guest Book,” Volume XII, page spread 9, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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of her intimacies.  Together with her friends, Gardner constructed guest books 

that would tantalize their readers with obscure social references, banter, and 

running jokes that reflect favorably upon Gardner’s character and complicate her 

public persona.  These entries evoke the casual reader’s curiosity, and spur the 

researcher’s desire to connect the snaps, quips, and clips within her albums into a 

meaningful historical framework.  Celebrity dedications within the guest books 

may be endlessly scrutinized.  What were the topics of discussion for the “It 

Club,” who counted Sarah Orne Jewett among its members, and why does 

Gardner note the name of the group but not their activities or purpose?551  What 

did Henry James mean when he declared that he was going to “Glory!”552  When 

Cecilia Beaux wrote that she was going to “The Rock of Calif” and remarked 

beside that “Au hazard = Balthazar!” were her allusions deliberately Biblical?553  

And what could John Singer Sargent have intended when he scrawled his name 

and the words “likes a fat penny” in the column dedicated to “Events * 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
551 Isabella Stewart Gardner et al, “Guest Book,” Volume I, page spread 38, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  Gardner’s biographers describe the “IT” club as a social club, but 
express a range of opinions regarding its functions; Shand-Tucci believes that “IT” referred to their 
discussions of sex.  See Carter, Isabella Stewart Gardner and Fenway Court, 141-142; Shand-Tucci, The 
Art of the Scandal, 278-280.  American novelist and poet Sarah Orne Jewett was a member of the club, 
along with Julia Ward Howe.  Gardner and Jewett were close friends, and Gardner dedicated part of a case 
in the Blue Room to correspondence from Jewett.  For information on female networks in Boston, see: 
Judith Fryer “What Goes on in the Ladies’ Room? Sarah Orne Jewett, Annie Fields, and Their Community 
of Women,” The Massachusetts Review, Volume 30, Number 4 (Winter, 1989), 610-628.  See also: 
Margaret Roman, Sarah Orne Jewett: Reconstructing Gender (Tuscaloosa, AL: University of Alabama 
Press, 1992); Elizabeth Silverthorne, Sarah Orne Jewett: A Writer’s Life (Woodstock, NY: Overlook Press, 
1993). 
552 Isabella Stewart Gardner et al, “Guest Book,” Volume VIII, page spread 7, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
553 Isabella Stewart Gardner et al, “Guest Book,” Volume VII, page spread 21, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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Adventures * Remarks? (Figure 3.42)554  Through deliberately obscure written 

and visual references, the guest books confound readers beyond certain elite 

circles, and become objects of intrigue.  At the same time, their coded entries and 

inclusions render Gardner as a figure incontrovertibly “in the know.”  In essence, 

these albums work as reminders of what the reader cannot know of Gardner—or, 

at least, what only the select few chosen by her might know of her private life.  

The implicit exclusivity of the guest books enhance their keeper’s stature as a 

social phenomenon, and help to construct an aura of authority, access, influence, 

and power. 

Isabella Stewart Gardner: Harvard Man 

 Throughout the guest book series, Gardner emerges as a character in 

pursuit of elite affiliation beyond the domestic sphere, particularly in connection 

to Harvard University.  Family connections were important to her—her nieces, 

nephews, and godchildren are among the most frequent signers of her guest 

books—and Gardner took an active interest in their education and eventual 

professional pursuits.  Since many of the men in the Gardner family attended 

Harvard, Gardner often joined them in celebration of university milestones, which 

were in turn recorded within the guest books.555   

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
554 Isabella Stewart Gardner et al, “Guest Book,” Volume XIV, page spread 43, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
555 The Gardner men were Harvard men, whether they graduated or not.  Jack Gardner attended but did not 
graduate from Harvard University; the nephews he and Isabella Gardner adopted would also attend 
Harvard. 
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 Gardner’s emotional investment in Harvard sporting events would equal 

that of the most rabid contemporary tailgater.  “Three long Harvards + three times 

three!” and “Rah-rah-rah!!!!!!” she writes along the top of the seventh page 

spread in Volume V, coupling her exclamations with a newspaper cartoon of a 

beanie-wearing Harvard man catching members of the Yale debate, crew, and 

track teams in an elaborate mouse trap (Figure 3.43).556  Guest book Volume IX 

holds a crimson scorecard emblazoned with a large “H” along with news 

clippings declaring that “Harvard Vanquishes Yale, 4 to 0,” and the next pages 

contain the signatures of the team, who were invited to a celebratory dinner at 

Fenway Court in March 1909 (Figure 3.44).557  The same volume holds a 

professional photograph of seven young men on the ice of Harvard Stadium 

(including her grand-nephew, George Peabody Gardner, Jr.) and a mimeographed 

letter from a coach providing seasonal stats for what Gardner calls “Harvard’s 

Victorious Hockey Team.”558   

 Multiple entries to the guest books from professors William James, 

Charles Eliot Norton, and George Santayana attest to Gardner’s ongoing 

exchanges with intellectuals at Harvard, and as the opening description to this 

chapter illustrates, she treasured their appearances at Fenway Court.  Yet her 

entries regarding Harvard athletic events seem calculated to assert her 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
556 Isabella Stewart Gardner et al, “Guest Book,” Volume V, page spread 7, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
557 Isabella Stewart Gardner et al, “Guest Book,” Volume IX, page spread 55-58, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
558  Isabella Stewart Gardner et al, “Guest Book,” Volume IX, page spread 59, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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membership and position within the innermost circles of the university’s social 

networks.  Gardner could never be an alumna of the university, but she could 

make herself an adjunct member of the alumni network by becoming a super fan 

of its teams—all of them.  Her loyalty to the university was total: Harvard men sat 

on her board, Harvard undergraduates served as museum guards on open days at 

the museum during her lifetime, and her will stipulated that any violation of its 

terms would render her art collection the property of Harvard College.  Through 

these alliances, Gardner constructed an institution whose identification with 

Harvard fully reflected the assemblages within her guest books.  Moreover, by 

cataloguing events at Fenway Court alongside ones at Harvard, and by conjoining 

the social activities at Fenway Court and Harvard, Gardner created documentary 

evidence of the special relationship between the two institutions that could be 

circulated and remarked upon by her guests. 

 Gardner’s avid documentation of Harvard athletic events within the guest 

books destabilizes any effort to categorize her album-making and institutional 

praxis as inherently “feminine.”  By tracking the activities of an elite all-male 

institution of the Gilded Age through print media, and by focusing almost 

exclusively upon the exploits of its athletic department, Gardner acted like an old 

boy.  That she did so consciously, in an era that idealized the kind of masculine 

identity construction of which Teddy Roosevelt is an exemplar, is unquestionable.  

Her guest books were spaces in which her allegiances might outstrip expectations 
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of her gender, and her albums could place her—quite literally—on a level playing 

field with the men who would join her in the work of maintaining her museum. 

Conclusion 

 Ninety years after Gardner’s death, the echoes of her triumphant opening 

night have long since ceased, and feet shod in tennis shoes now stroll the lengths 

of the Grueby tiles in the Spanish Cloister where the Music Room once stood.559  

The founder of Fenway Court understood the ephemeral nature of the cultural 

events she orchestrated, and as her guest books demonstrate, she actively pursued 

interrelated material strategies that could make her social networks tangible to a 

future audience.  At the heart of these strategies lay Gardner’s avid appropriation, 

creation, and arrangement of photographic objects.  While her guest books would 

be shelved in the private archive that she called the Vatichino in the Macknight 

Room and only later be moved to the museum’s official archives in 1972, Gardner 

collected other photographic objects and memorabilia that could be displayed 

throughout the public spaces of her museum.  Through a series of glass cases in 

the Blue Room, the Yellow Room, and the Long Gallery, Gardner pursued a 

unique curatorial agenda that placed photographic artifacts on view to underscore 

the importance of her relationships in the history of the institution (Figures 3.45-

3.46).  The glass vitrines at the Gardner Museum assert the primacy of her 

friendships within the context of her collection.  All four cases in the Blue Room 

are dedicated to the influential authors and critics, both male and female, within 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
559 The Music Room was torn down in 1914 to build additional gallery spaces—in the forms of the Spanish 
Chapel and Cloister, the Short Gallery, the Little Salon, and the Tapestry Room—in Fenway Court. 
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her inner circle, and the three in the Yellow Room showcase her patronage of 

numerous musicians.560  The Long Gallery’s twelve cases once held most of her 

personal correspondence as well as memorabilia related to celebrities in a host of 

professional categories: Presidents and statesmen, contemporary authors, modern 

painters and sculptors, earlier authors, modern actors and French authors, and a 

case devoted to Whistler and Sargent.  With the exception of the cases devoted to 

people living prior to the advent of photography, photographic portraits grace the 

uppermost layer of these visible archives.  Photographs of Anna Pavlova, Nellie 

Melba, Sarah Orne Jewett, Anders Zorn, John Singer Sargent, and James 

MacNeill Whistler crowd these cases alongside correspondence and other bits of 

ephemera: John La Farge’s walking stick, a cast of Franz Liszt’s hand, a 

cablegram containing Okakura Kakuzo’s death notice.  These visible archives 

map the evolution and intimacy of Gardner’s influential friendships and patronage 

over the long arc of her career, and materialize a vast web of social connections 

for visitors to examine today. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
560 The distinction between Gardner’s original design for the cases and their current appearance must be 
noted.  At the time of Gardner’s death and until the museum’s archives were formally established in 1972, 
her archival correspondence was in jeopardy due to the fact that these letters, photographs, and other 
mementoes filled the cases to brimming.  For this reason, archival materials were removed from the cases 
in 1972 and have been replaced with facsimiles.  In Gardner’s time, artifacts were theoretically visible to 
visitors who lifted the damask slipcovers over them—these covers were a part of her original design—but 
because the cases could not be opened, only the objects on the top layer were actually visible.  At the time 
of this writing, the museum is working on a major project to virtually reconstruct the cases at the time of 
Gardner’s death and envisioning ways to make those files accessible to the public.  A concurrent and 
comprehensive cataloguing project that includes archival materials as well as artwork is underway.  It is the 
hope of the museum staff that these projects will make the contents of the cases clearer to visitors, but also 
help to establish the precise number of objects—especially photographs—that were once housed by the 
cases. 
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 Because the display cases have always been covered in heavy damask slip 

cloths, and because curatorial strategies since Gardner’s era have stripped them of 

much of their original holdings, these thematically organized vitrines confound 

the contemporary guest and often are not recognized as an integral part of 

Gardner’s installations.  The cases are often regarded by visitors as something far 

less captivating than the glories on the walls above, and stand as dowdily-

upholstered impediments to the “real” display of art around them.  Yet we should 

understand these cases as vital elements of Gardner’s vision for the museum, and 

as extensions of the documentary efforts exhibited by the guest books.  By 

integrating personal photographic documents within same galleries that hold her 

collection of art and antiquities, the display cases illuminate the social contexts in 

which the collection was realized.  Moreover, the cases assert Gardner’s efforts at 

social networking as integral to the project of making her museum: with these 

friends, with these connections, with the significant cultural capital she amassed 

through her tireless hosting and event-planning, Gardner created not only a new 

kind of museum, but a new approach to institutional leadership.  By placing her 

social networks on view, Gardner exhibited strategies of civic partnership in a 

way that would be very familiar to the directors of major American art museums 

today. 

 Ellen Gruber Garvey has noted that the Gardner museum recalls the 

scrapbook for because of its “fixed exhibits,” yet the display cases demonstrate 

the ways in which Gardner co-opted the scrapbook aesthetic in her curatorial 
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design.561  While the guest books are not direct templates for the display cases in 

Fenway Court, they nonetheless illuminate strategies of arrangement and display 

that were photographic in concept and execution, and reveal anew the degree to 

which album making was foundational to the installations within Fenway Court.  

The cases illuminate the ways in which Gardner’s curatorial strategies recall the 

principle of the collage.  Like the pages of the guest books, the cases display a 

range of artifacts as a matter of visual competition, contingency, and even 

disruption: photographs are pasted over words, words are written over 

photographs, news clippings replace snapshots.  The display cases exhibit the 

founder’s social resources by overlapping the evidence of these relationships, and 

these messy photographic assemblages approximate the human relationships 

underpinning them.  

 Gardner’s social landscape transcended national boundaries, and as mobile 

graphical applications for charting her relationships and engagements across 

multiple borders and thresholds, the guest books provide a complicated portrait of 

her domesticity.  Elizabeth Siegel suggests that certain kinds of albums might 

“recategorize what might be considered solely a personal collection or display.  

The photograph album, in this view, blurs the boundaries between public and 

private spheres…”562  By tracing her increasing attention to and incursions into 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
561 Ellen Garvey, Writing with Scissors: American Scrapbooks from the Civil War to the Harlem 
Renaissance, (Oxford, UK: Oxford University Press, 2013), 207-208. 
562 Elizabeth Siegel, “How to Keep a Photograph Album” in The Scrapbook in American Life, edited by 
Susan Tucker, Katherine Ott, and Patricia Buckler (Philadelphia, PA: Temple University Press, 2006), 252-
3. 
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the public sphere, the text-image relationships within Gardner’s guest books 

demonstrate multiple ways in which these albums resist conventional associations 

between herself and the home.  In doing so, they recategorize the nature of her 

social activities and present a chronological narrative of her evolving civic 

consciousness.  Like so many footlights, the pages of her guest books illuminate 

Gardner’s critical transition from society dame to institutional leader, and in their 

progress from her gardens in Brookline to the courtyard at Fenway Court place 

her albums’ readers at the proscenium of the stage that she built for their 

education and enjoyment—forever. 
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Chapter Four: “For the Education and Enjoyment of the Public Forever”: Isabella 
Stewart Gardner’s Installation Albums and the Preservation of her Legacy, 1900-1924 

  
Introduction 

In the final years of her life, the founder of the Isabella Stewart Gardner Museum 

was preoccupied by the matter of her legacy.  At stake was the integrity of the institution 

that bore her name and contained years of her labor to create a museum unlike any other 

in the United States.563  Articles about her museum filled the popular press, illustrated 

with photographs that Gardner had commissioned from the firm of Thomas E. Marr & 

Son of Boston.  In the decades between the launch of the museum in January 1903 and 

her death in July 1924, Gardner cultivated a multi-sensory experience which offered up 

her collection to visitors, in the words of her friend Matthew Prichard, as “elements in an 

artistic whole [and] an appeal to [feeling].”564  On the raw edge of the newly developed 

Back Bay Fens, Gardner tended the blossoming of a pink-stuccoed domestic enchantment 

whose galleries transported visitors from frosty New England streets to the perfumed 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
563 The history of Gardner’s collection has been well established in the literature surrounding her museum.  
Her biographies are especially helpful in providing chronological narratives of the collection’s evolution 
between 1896 and 1924. See Morris Carter, Isabella Stewart Gardner and Fenway Court (Boston, MA: 
Isabella Stewart Gardner Museum, 1925), 125-136, 156-225; Louise Hall Tharp, Mrs. Jack: A Biography of 
Isabella Stewart Gardner (Boston, MA: Isabella Stewart Gardner Museum, 1965), 164-212, 274-298; 
Douglass Shand-Tucci, The Art of the Scandal: The Life and Times of Isabella Stewart Gardner (New 
York, NY: Harper Perennial, 1997), 189-231.  General catalogues of the collection published by the 
museum also provide valuable insight into the origins and evolution of the collection.  Of these, Hilliard 
Goldfarb’s The Isabella Stewart Gardner Museum: A Companion Guide and History (New Haven, CT: 
Yale University Press, 1995) and Alan Chong, Richard Lingner, and Carl Zahn, eds., Eye of the Beholder: 
Masterpieces from the Isabella Stewart Gardner Museum (Boston, MA: Isabella Stewart Gardner Museum, 
2003), provide helpful summaries of her acquisitions.  Anne Hawley’s Isabella Stewart Gardner Museum: 
Daring by Design (New York, NY: Skira, 2014) provides a historical overview of the building of Fenway 
Court and the building of a new wing designed by Renzo Piano in the early twenty-first century.  See also: 
http://buildingproject.gardnermuseum.org/. 
564 Matthew Prichard to Denman Ross, facsimile of letter dated 11-24 March 1911, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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atmosphere of a dazzling Venetian palazzo.  It was her crowning achievement and she 

wanted none of it to change. 

 Seven months to the day before she would die, Isabella Stewart Gardner updated 

the legal document that would become inseparable from any future consideration of her 

museum.  Gardner’s last will describes her civic bequest in the clearest possible 

language, stating that appointed trustees were to oversee Fenway Court “for the education 

and enjoyment of the public forever.”565  She then instructs her trustees to maintain the 

museum without alteration, saying that 

…no works of art shall be placed therein for exhibition other than such as I, or the 
Isabella Stewart Gardner Museum in the Fenway, Incorporated, own or have 
contracted for at my death…[If the trustees] shall at any time change the general 
disposition or arrangement of any articles which shall have been placed in…said 
Museum at my death…then I give the said land, Museum, pictures, statuary, 
works of art and bric-a-brac, furniture, books, and papers…to the President and 
Fellows of Harvard College, in trust to sell [and] to procure the dissolution of the 
said Isabella Stewart Gardner Museum in the Fenway.566  
  

Gardner’s will makes it plain that to modify her creation would be tantamount to its 

destruction.  To secure her position as Fenway Court’s “designer in perpetuity,” Gardner 

created her will in deliberate partnership with the prominent men who sat upon her 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
565 Isabella Stewart Gardner, Will and Codicil, Section Three, Part One, 17 January 1924, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
566 Isabella Stewart Gardner, Will and Codicil, Section Seven, 17 January 1924, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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museum’s board of trustees.567 With their considerable social and legal backing she 

contracted her installation of the collection as permanent.  The conditions of her will are 

therefore central to contemporary academic analysis of her collection as well as to 

understanding the evolution of Gardner’s efforts to preserve her institutional legacy, a 

gradual process that Elizabeth Anne McCauley describes as the “[conversion of] her 

cherished hoardings into a mode of public enlightenment.”568  Nevertheless, the 

professional strategies by which Gardner sought to ensure the physical integrity of her 

institution have not been fully explored.  While her wealth and her social connections 

could safeguard the future of the Isabella Stewart Gardner Museum as a cultural entity, 

Gardner understood that the visual and material specifics of her curatorial design—the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
567 Christine Guth describes Gardner as “designer in perpetuity” in “Asia by Design: Women and the 
Collecting and Display of Oriental Art,” in Alan Chong and Noriko Murai, Journeys East: Isabella Stewart 
Gardner and Asia (Boston, MA: The Isabella Stewart Gardner Museum, 2009), 54.  In her will, Gardner 
names her nephew Harold J. Coolidge, former Lieutenant Governor of Massachusetts Grafton D. Cushing, 
attorney and civic leader William C. Endicott, banker Francis L. Higginson, Jr., Harvard art historian 
Arthur Pope, and the collector and interior designer Henry Davis Sleeper as trustees of her museum.  
Through family connections and/or their own professional accomplishments, these men collectively 
represented a cross-section of some of the most powerful institutions and social networks surrounding 
Boston in the early twentieth century. 
568 Elizabeth Anne McCauley, “A Sentimental Traveler: Isabella Stewart Gardner in Venice,” in McCauley, 
et al, Gondola Days: Isabella Stewart Gardner and the Palazzo Barbaro Circle (Boston, MA: The Isabella 
Stewart Gardner Museum, 2004), 42.  Scholarly analyses of Gardner’s collecting practices within the 
context of her gender, her travel, her friendships, and her historical era are not as abundant as one might 
assume.  Dianne Sachko Macleod briefly discusses Gardner’s collection in Enchanted Lives, Enchanted 
Objects: American Women Collectors and the Making of Culture, 1800-1940 (Berkeley, CA: University of 
California Press, 2008), 45-92.  Anne Higonnet has written extensively on the subject of Gardner’s 
museum and legacy within the context of other private collections between 1890 and 1940; see Anne 
Higonnet, A Museum of One’s Own: Private Collection, Public Gift (Pittsburgh, PA: Periscope Publishing, 
2010).  Higonnet also discusses Gardner’s installation of her collection in her essay “Museum Sight” in 
Andrew McClellan, Art and Its Publics: Museum Studies at the Millennium (Malden, MA: Blackwell 
Publishing, 2003), 133-147, and the cultural leadership demonstrated by her collection and installations in 
Wanda Corn, ed., Cultural Leadership in America: Art Matronage and Patronage (Boston, MA: Isabella 
Stewart Gardner Museum, 1997), 79-91.  For other analyses of Gardner’s collecting practices and museum, 
see Kathleen McCarthy, Women’s Culture: American Philanthropy and Art, 1830-1930 (Chicago, IL: 
University of Chicago Press, 1991), 149-176; Anne Hawley, “Isabella Stewart Gardner: An Eye for 
Collecting” in Rosella Mamoli Zorzi, ed., Before Peggy Guggenheim: American Women Art Collectors 
(Venice, Italy: Marsilio, 2001), 59-64. 
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very character of her bequest—needed comprehensive visual documentation in order to 

be preserved.  Photography was at the heart of Gardner’s tactical maneuvers, and 

photographic album construction was vital to the processes by which she codified and 

disseminated information regarding the “disposition [and] arrangement” of her 

collection.569 

The archives of the Isabella Stewart Gardner Museum hold a collection of five 

photographic albums of Fenway Court that were compiled by Gardner between 1906 and 

1919.570  Museum staff refer to these as the “installation albums,” since the photographs 

within them document the specifics of Gardner’s installations through the Marrs’ gelatin 

silver views of both Fenway Court and close-up shots of selected works in the collection. 

Among these albums are three volumes—known as “Fenway Court 1908,” “Fenway 

Court 1916,” and the “Russet Album”—that hold a total three hundred and ninety-six of 

the Marrs’ photographs and two other albums called the “Black Albums” holding another 

one hundred and sixty-five of their photographs.  These five albums were originally 

archived by Gardner herself in two specific sites within Fenway Court and were therefore 

integral to the installations they sought to document.571  When taken together, these 

albums illuminate the chronology and the extent of Gardner’s photographic collaboration 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
569 Isabella Stewart Gardner, Will and Codicil, Section 7, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
570 There are five installation albums in the Archive of the ISGM: two cloth-bound albums known as the 
“Black Albums” and three leather-and-cloth-bound albums titled “Fenway Court 1908,” Fenway Court 
1916,” and the “Russet Album.”  The “Fenway Court” albums were rediscovered in October 2014 due to a 
new cataloguing initiative at the museum.  See: Isabella Stewart Gardner and Thomas E. Marr & Son, 
Installation Albums, "Black Album 1," "Black Album 2," c.1919, and “Fenway Court 1908,” “Fenway 
Court 1916,” and the “Russet Album,” c.1908-1919, Archives of the Isabella Stewart Gardner Museum. 
571 The installation albums were originally shelved in the Macknight Room and the Long Gallery; I discuss 
the reasons for this later in this chapter.  They were removed to the archives in 1972. 
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with the Marrs and reveal her priorities in meticulously preserving her curatorial 

legacy.572 

As the previous chapters in this dissertation have demonstrated, Isabella Stewart 

Gardner had an active interest in many forms of photography and devoted significant 

creative energies to the collection and arrangement of photographic documents 

throughout her life.  Gardner’s activities as a collector of travel photography and creator 

of snapshots were instrumental in the shaping of her cultural patronage, her design 

strategies, and her institutional leadership.  Yet while her travel albums of Asia and Italy 

have received scholarly attention, her photographic albums of Fenway Court have 

languished in obscurity.573  Elizabeth Edwards suggests that archives of institutional 

photography like the Marr photographs of Fenway Court are often ignored because they 

resist classification within what she calls the “cosy canons” of art history: “It’s a shame 

that this is the photographic history that is told by default.  There are hundreds of 

photographic histories, in science, medicine, architecture, industry.  But these are too 

often shoe-horned into a category called “art” to be made visible or interesting.”574 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
572 The early history of museum photography, and of photographic firms devoted to the reproduction of 
works of art in nineteenth century collections, is an emerging field of study.  Anthony Hamber provides a 
helpful historical overview of the phenomenon in his chapter titled “Facsimile, Scholarship, Commerce: 
Aspects of the Photographically Illustrated Art Book (1839-1880)” in Stephen Bann, ed., Art and the Early 
Photographic Album (New Haven, CT: Yale University Press, 2011), 123-149. 
573 Chapters 1-3 in this dissertation discuss the scholarship surrounding her travel albums and guest books 
in greater depth.  My forthcoming chapter, “Self Assembled: Isabella Stewart Gardner’s Photographic 
Albums and the Development of her Museum, 1902-1924,” in Elizabeth Edwards and Christopher Morton, 
ed., Photographs, Museums, Collections: Between Art and Information (London, UK: Bloomsbury, May 
2015), is the first to explore the Gardner-Marr partnership. 
574 Elizabeth Edwards, “Photography’s Default History is Told as Art—It Shouldn’t Be,” on The 
Conversation website, accessed 28 February 2015, http://theconversation.com/photographys-default-
history-is-told-as-art-it-shouldnt-be-37734. 
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The scope of the Marrs’ commission from Gardner mandates its analysis: between 

the completion of the museum in 1902 and her death in 1924, the Marrs produced at least 

two thousand negatives documenting the exterior, galleries, installations, and specific 

works of art at Fenway Court.575  The photographic negatives produced by the Gardner-

Marr collaboration—and the prints that she subsequently assembled in the 1908 and 1916 

“Fenway Court” albums, the Russet Album, and the Black Albums—were critical 

documents created to serve in every aspect of the ongoing operations of the museum.  

Museum staff members have consulted the Marr photographs and albums on a daily basis 

since 1924 to ensure that objects removed for conservation or loan are returned to their 

correct places.  Conservators rely upon the Marrs’ painstaking documentation of the 

museum’s tapestries, lace, and other fine textiles in their restoration of each.  Curatorial 

research depends upon the Marrs’ precise numbering of the negatives in establishing the 

dates of acquisition and installation of works within the collection.576  In short, the Marrs’ 

photography constitutes a comprehensive survey of Gardner’s collection and the 

architecture of Fenway Court in her lifetime and serve as evidentiary tools for the staff of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
575 The precise number of negatives produced by the Marrs of Fenway Court during Gardner’s lifetime has 
not been established.  While Morris Carter kept a correspondence file pertaining to the museum’s 
transactions with Marr and Company after 1924, Gardner does not appear to have maintained similar 
records.  The archives of the ISGM hold a collection of 209 views of the courtyard and galleries that were 
created between 1902 and 1920.  In addition, the archives hold a copy of a catalogue titled “List of 
Photographs of Fenway Court by Thomas E. Marr” that lists 194 photographs of the courtyard, cloisters, 
exterior, galleries, paintings, statuary, and other objects at Fenway Court.  These photographs are listed by 
four or five digit codes (ranging from the number 2045 to 19352) to note their sequential positions in the 
larger index of negatives pertaining to Fenway Court.  These codes appear to represent numerical tallies in 
chronological order.  See: “List of Photographs of Fenway Court by Thomas E. Marr” (c.1908), and Marr 
Installation Photograph Collection (1902-1926), Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
576 “List of Photographs of Fenway Court by Thomas E. Marr” (c.1908), Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.  At the time of this writing, the archives of the Marr firm have not been 
discovered.  The Gardner Museum holds the negatives relevant to the Gardner-Marr partnership. 
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the museum.  Their photography continues to work as an essential visual catalogue 

providing incontrovertible evidence of “the disposition or arrangement” of the 

installations as described in her will.577  At the same time, they act as critical documents 

with a point of view and reveal key insights into Gardner’s vision for her museum. 

Roland Barthes has noted that “the Photograph’s essence is to ratify what it 

represents…No writing can give me this certainty.  It is the misfortune…of language not 

to be able to authenticate itself.”578  In this gap between the written word and the hopes of 

the author, and in the ever-widening temporal chasm between the inception of the 

museum and the present, the Marr photographs labor to provide historical certainty of 

Gardner’s curatorial manifest and to authenticate contemporary museum interventions 

within the collection.  In turn, the 1908 and 1916 “Fenway Court” albums, the Russet 

Album, and the Black Albums offer a primary view into Gardner’s experience of the 

museum she sought to preserve and reflect the culmination of her efforts to catalogue the 

collection for perpetuity.  Through her photographic collaboration with the firm of 

Thomas E. Marr and his son Arthur Marr between 1902 and 1924, and through forward-

thinking strategies of photographic documentation, circulation, and social networking, 

Gardner enacted a long term plan for the preservation of her curatorial vision and to 

ensure the particulars of her civic legacy.  

Photographic Precursors to the Gardner-Marr Collaboration 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
577 Isabella Stewart Gardner, Will and Codicil, Section Seven, 17 January 1924, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
578 Roland Barthes, Camera Lucida: Reflections on Photography, translated by Richard Howard (New 
York, NY: Hill and Wang, 1981), 85. 
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Isabella Stewart Gardner was an experienced viewer and collector of 

photographic representations of paintings, sculpture, and architecture when she entered 

into her partnership with Thomas and Arthur Marr.  As the previous chapters in this 

dissertation have established, Gardner’s photographic purchases in Egypt, England, and 

all of her other trips around the globe brought her into contact with the purveyors of 

widely available prints of art and architecture.  These souvenirs of her visits to major 

collections of art and cultural heritage sites did much more than ratify her viewing 

experiences: they became vital actors in her ever-expanding archive of works studied.  

Anne Higonnet suggests that Gardner illustrated her travel albums in a manner that was 

similar to art history textbooks, thereby training her eye and her hand for the larger effort 

of curating her museum.579  At the same time, and over several decades of buying 

photographs of art for her travel albums, Gardner became a discerning photographic 

patron who understood the benefits of large-scale documentary photographic projects to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
579 Anne Higonnet, A Museum of One’s Own: Private Collecting, Public Gift (Pittsburgh, PA: Periscope 
Publishing, 2009), 194.  I discuss Higonnet’s analysis of Gardner’s albums as extensions of her domestic 
life in the introduction to this dissertation. 
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private and public collections of art.580  The “exhibition value” of inexpensive 

photographic reproductions in personal albums increased public knowledge of canonical 

works of art, and in turn enriched the reputations of the institutions and individuals 

responsible for prestigious art collections.581  In short, between 1867 and 1896, Gardner 

became both an adroit consumer and a practiced cataloguer of photographic 

reproductions of art.  Moreover, she understood photography as an essential promotional 

device for major collections. 

Photographic reproductions were essential to Gardner’s collecting practices.  

When she settled upon the task of amassing her collection of art and antiquities for the 

construction of her museum, Gardner worked with a number of agents in the United 

States and in Europe to arrange the purchase of the paintings, sculpture, and architectural 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
580 There has been no comprehensive study of museum photography between 1890 and 1920.  In the course 
of my research for this chapter, I made enquiries regarding the existence of staff photographers or large-
scale documentary projects to the Metropolitan Museum of Art in New York, the Museum of Fine Arts 
Boston, the National Gallery in London, and the Victoria and Albert Museum.  The Met reorganized its 
photography department in 1906 and gave photographic contracts to Braun, Clément, & Cie of Paris, the 
Detroit Publishing Company, Pach Brothers, and Curtis & Cameron; see “Annual Report of the Museum 
for 1906: Photograph Department” in The Metropolitan Museum of Art Bulletin, Vol.2, No.4 (1906), 56.  
The photographs that resulted from these commissions were sold to the public and also kept on file.  The 
Museum of Fine Arts, Boston, was photographed in its Copley Square location in 1902 by the firm of 
Thomas E. Marr & Son.  The National Gallery in London does not have any records indicating major 
photographic projects within the museum between 1890 and 1920 (author meeting with National Gallery 
archivist Nicholas Donaldson, June 2014).  The V&A established its photography department in 1856, 
making it the oldest in the world.  Charles Thurston Thompson photographed museum objects as well as 
the construction of the museum; his successor, Isabel Cowper (the first woman in the world to be hired as a 
museum photographer), continued the project of documenting the collection until the 1890s; I discuss her 
work in the conclusion to the dissertation.  See also: Mark Haworth-Booth, Photography: an Independent 
Art: Photographs from the Victoria and Albert Museum, 1839-1996 (Princeton, NJ: Princeton University 
Press, 1997).  For Thompson’s biography see: John Hannavy, Encyclopedia of Nineteenth-Century 
Photography (New York, NY: Routledge, 2007), 1385; for information on Cowper, see: 
http://www.vam.ac.uk/blog/factory-presents/international-womens-day-historic-women-va. 
581 In his germinal essay “Art in the Age of Mechanical Reproduction,” Walter Benjamin defines the 
“exhibition value” of mechanical reproductions of art against the “cult value” of original works of art, 
which are endowed with an “aura” born of its uniqueness, authenticity, and cultural usage/positioning.  See 
Walter Benjamin, “Art in the Age of Mechanical Reproduction,” in Vicki Goldberg, ed., Photography in 
Print: Writings from 1816 to the Present (Albuquerque, NM: University of New Mexico Press, 1981), 319-
334.   
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fragments that would fill the galleries of Fenway Court.582  While some of these works 

were acquired in person—the story of her bidding for Johannes Vermeer’s The Concert at 

an auction in Paris is now legendary—many others were introduced to her via 

correspondence with her agents.583  Photography was integral to these long-distance 

exchanges, and Gardner kept many of the photographs associated with them.584  

According to museum records, Gardner saved one hundred and thirty-eight photographs 

of paintings, statuary, and architectural fragments for potential purchase from a range of 

American and European dealers.585  In addition to these, Gardner saved one hundred and 

thirty-nine photographs from unknown correspondents of paintings, drawings, sculpture, 

metalwork, fountains, tapestries, manuscripts and other objects as well as views of 

estates, buildings, and gardens around the world.586  While some of the photographs are 

of works that she acquired, many others are of items she declined to purchase, and one of 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
582 Bernard Berenson was Gardner’s principle agent in the formation of her collection between 1896 and 
1900.  Purchasing for the collection slowed after 1900, but Gardner continued to acquire works for the 
museum until her death.  Some of these were purchases, but others were gifts from friends and family.  The 
Isabella Stewart Gardner Museum’s “Inventory and Notes”—a massive archive of information regarding 
the provenance of works within the collection—contains the particulars of these purchases and gifts, which 
are too many to list herein.  See: “Inventory and Notes to the Collection,” Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
583 In 1892, Gardner worked with agent M. Fernand Robert to acquire Vermeer’s The Concert at auction. 
Gardner seated herself within Robert’s line of sight on the day of the auction at the Hôtel Drouot and 
instructed him to continue bidding so long as she held her handkerchief to her face.  She got the painting 
for a reasonable price (29,000 francs) because the Louvre and the National Gallery each mistakenly 
believed that Robert was acting on the other’s behalf and were loath to bid against one another. 
584 The ISGM has compiled a very helpful finding aid to the collection of dealer photographs.  See: 
“Photographs Related to the Formation and Construction of the Museum, 1897-1924” compiled by Jane A. 
Callahan for the Isabella Stewart Gardner Museum, Incorporated (2005), Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
585 “Photographs Related to the Formation and Construction of the Museum, 1897-1924” identifies these 
dealers: Dino Barozzi, Bernard Berenson, Antonio Carrer, Emilio Constantini, Francesco Dorigo, 
Dowdeswell and Dowdeswell, A.S. Drey, Louis Dreyer, The Ehrich Galleries, Galerie Sangiorgi, Eugene 
Glaenzer, Antonio Grandi, Paul Manship, Moisè Dalla Torre, Richard Norton, Emile Pares, Attilo 
Simonetti, and Yamanaka and Company. 
586 “Photographs Related to the Formation and Construction of the Museum, 1897-1924” compiled by Jane 
A. Callahan for the Isabella Stewart Gardner Museum, Incorporated (2005), Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 



!

!

261 

a painting she failed to obtain: Thomas Gainsborough’s Blue Boy.587  As a photographic 

archive, the dealer photographs therefore document a small portion of Gardner’s extant 

collection as well as a sampling of what might have been included if fate, funding, and 

her own decision-making processes had led to different outcomes. 

Gardner’s correspondence with Bernard Berenson, who negotiated the acquisition 

of many of the most important works within her museum, contains numerous references 

to their photographic exchanges.588  Berenson was an avid collector of photographs 

representing works of art and saw these reproductions as essential to his practices in 

connoisseurship.  In an essay originally published in The Nation in 1893, Berenson hails 

the efforts of two Italian photographic firms, Alinari Brothers of Florence and Domenico 

Anderson of Rome, to photograph “the most interesting pictures in Venice and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
587 The museum’s finding aid is equivocal about the number of acquisitions represented in the dealer 
photograph collection; some of the architectural fragments and metalwork are in question.  According to 
the museum’s tally in 2005, Gardner acquired 42 objects that appear in the dealer photograph file.  Louise 
Hall Tharp discusses Gardner’s failure to acquire Gainsborough’s Blue Boy; see Tharp, Mrs. Jack, 190-193.  
Blue Boy also appears on page 22 in Volume 1 of her 1879 travel album series on England. 
588 Bernard Berenson’s role in the formation of Gardner’s collection has been well established in the 
literature surrounding her museum.  In The Art of the Scandal, Shand-Tucci provides an insightful 
discussion of the complex dynamics between the collector and her agent in his chapter “In A Tempter’s 
Garden,” 165-203.  David Carrier discusses Bernard Berenson’s role in the formation of Gardner’s 
collection in Museum Skepticism: A History of the Display of Art in Public Galleries (Durham, NC: Duke 
University Press, 2006), 110-125, as does Kathleen McCarthy in Women’s Culture, 165-175.  Rachel 
Cohen’s biography, Bernard Berenson: A Life in the Picture Trade (New Haven, CT: Yale University 
Press, 2013) provides an understanding of his experiences as a Jewish immigrant in Boston, his Harvard 
education and training, and his eventual work as an art historian and connoisseur in Italy.  For a broader 
view of his professional pursuits and impact upon Fenway Court, see Joseph Connors and Louis A. 
Waldmen, ed., Bernard Berenson: Formation and Heritage (Washington, DC: Dumbarton Oaks Research 
Library and Collection, 2014), especially Jeremy Howard’s “Palaces Eternal and Serene: The Vision of 
Altamura and Isabella Stewart Gardner’s Fenway Court.”  Multiple examples of photographic exchange 
occur in letters between Gardner and Berenson.  For a complete listing, see The Letters of Bernard 
Berenson and Isabella Stewart Gardner, 1887-1924, edited by Rollin Van N. Hadley (Northeastern 
University Press: Boston, MA, 1987).  Gregory Dowling analyzes the tenor of these letters in “‘Paying 
Court’: The Chivalrous Language of Art and Money in the Letters of Bernard Berenson and Isabella 
Stewart Gardner,” in Zorzi, Before Peggy Guggenheim, 85-97. 
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neighboring towns.”589  Berenson extolls the virtues of photography in capturing 

paintings that were otherwise difficult to see due to poor lighting or shoddy restoration 

work.  Describing the impediments to the average tourist in discerning the works of 

Bellini, Carpaccio, Titian, and Tintoretto in situ, Berenson claims  

But if this state of things is hard upon the ordinary sightseer, it is harder still upon 
the photographer and upon the connoisseur.  For the two go to a great extent hand 
in hand.  Printing itself scarcely could have had a greater effect on the study of the 
classic than photography is beginning to have on the study of the Old Masters.590 
 

Berenson asserts that connoisseurship is a “new science” that demands the accuracy of 

photography.591  Engravers and other printmakers could only produce copies that belied 

their own preferences through telltale embellishments, while the photographer could 

produce faithful reproductions of the works Berenson sought to study and authenticate 

within an ever-broadening hierarchy of Italian Renaissance painting.592  Moreover, he 

esteemed the photographer as a skilled tradesman who could position his camera and 

time his exposures to “render the values to perfection, keep the tone, and [be] 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
589 Bernard Berenson, “Isochromatic Photography and Venetian Pictures,” in Helene E. Roberts, ed., Art 
History Through the Camera’s Lens (Langhorne, PA: Gordon and Breach, 1995), 127.  Fratelli Alinari of 
Florence was founded in 1852 and is the oldest photographic firm in the world.  The firm originally 
specialized in photographic portraiture as well as works of art and national monuments and today maintains 
an archive of over five million photographic objects. 
590 Berenson, “Isochromatic Photography and Venetian Pictures,” 128. 
591 Berenson, “Isometric Photography and Venetian Pictures,” 128. 
592 Berenson’s photographic collection grew into a major archive between the 1890s and the late 1950s.  In 
1907, he acquired the Villa I Tatti outside of Florence partly to house what was then a collection of 15,000 
photographs; by the time of his death in 1959, the collection (known as the Fototeca Berenson) had grown 
to 150,000 images.  According to former Curator of the Fototeca Fiorella Gioffredi Superbi, Berenson and 
his wife Mary filed these photographs according to the school and artist represented.  Superbi writes: “The 
goal of Berenson’s photography collecting was to obtain as much illustrative material as possible—which 
he felt was indispensible for the thorough understanding of the creative process and of the stylistic 
characteristics of each artist, enabling scholars to study and identify the various phases of an artist’s 
creative development.  The photograph was at first used as a visual record of the original work of art and 
later considered a surrogate of the original on which comparisons and stylistic examination were made.”  
See Fiorella Gioffredi Superbi, “The Photograph and Bernard Berenson: The Story of a Collection,” Visual 
Resources: An International Journal of Documentation 26, no.3 (2010): 289-303.  Harvard University 
owns the estate and oversees the collection of 300,000 photographs at I Tatti today. 
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scrupulously faithful to the line.”593  Like Gardner, Berenson was a photographic patron 

with a discriminating eye for quality, and he relied upon the very best photographic 

reproductions in promoting works for sale with clients like Gardner. 

Berenson would regularly send Gardner photographs of works for her 

consideration and the quality of these prints had an influence upon her decision to acquire 

the objects they depicted.594  Gardner was blunt in her assessment of these photographs.  

She writes to Berenson in October 1899 of her displeasure upon receiving lesser-quality 

images of Botticelli’s Virgin and Child with an Angel from the firm of Colnaghi and Co., 

London: 

Colnaghi sent me three photographs of the Botticelli, but they are not at all the 
kind I want.  The one that was sent to me in America, and those I bought in Rome 
just now were very good and quite different.  They are quite thick and have a soft 
dull surface, not shiny and thin like the ones Colnaghi sent.  It almost seems as if I 
might have the right kind!  I am sorry to bother you, but will you please ask him 
to send them to me here.595 

 
Gardner’s pique at the gallerists’ decision to send cheap prints to a major client is more 

than evident in her demand for the “right kind,” as she clearly felt that her level of 

patronage warranted the very best photographic documents.  Moreover, her sensitivity to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
593 Berenson, “Isometric Photography and Venetian Pictures,” 130. 
594 Douglass Shand-Tucci also discusses this dynamic in The Art of the Scandal: The Life and Times of 
Isabella Stewart Gardner (New York: Harper Perennial, 1998), 178.  In particular, Shand-Tucci describes 
the conflict between Gardner and her husband over the prospective purchase of Raphael’s Count 
Tommasso Inghirami, whose “cross-eyed glance” did not translate well into black and white photography.  
Eventually, Berenson was able to get a lower price for the painting, and Gardner acquired “America’s first 
Raphael” in 1898. 
595 Isabella Stewart Gardner to Bernard Berenson on October 23, 1899, in Rollin Van N. Hadley, ed., The 
Letters of Bernard Berenson and Isabella Stewart Gardner, 192.  The firm of Colnaghi & Co. of London 
worked in partnership with Berenson to procure works for Gardner’s collection.  A history of the firm was 
published in conjunction with the 250 anniversary of its founding and contains a helpful essay by Alan 
Chong on the relationship between Gardner, Berenson, and Colnaghi partner Otto Gutekunst; see Alan 
Chong, “Isabella Stewart Gardner, Bernard Berenson, and Otto Gutekunst” in Jeremy Howard, ed., 
Colnaghi: The History (London, UK: Colnaghi, 2010), 26-31. 
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the differences in paper quality and finishing denotes her reliance upon these 

reproductions in making her final decisions for purchase.596  At times the limitations of 

the photographic medium presented significant challenges to her collecting practices, and 

in those situations Gardner relied upon Berenson’s on-site inspection and verification of 

prospective purchases.597  In a letter from December 1900 regarding two paintings 

(including Francesco Bacchiacca’s A Lady With a Nosegay) she writes to Berenson in a 

quandary:  

I have just received your letter and the photographs.  I write instead of cabling, 
because I am not sure I want either of the pictures.  The photographs I know often 
give a very wrong idea; so I don’t know which is the better of the two pictures, 
and I don’t feel sure that it is not wiser to get neither…598   
 

Berenson advised her to take the Bacchiacca as a well-priced and “highly representative 

work of the last great phase of the Florentine School,” and the painting now hangs on the 

east wall of the Early Italian Room.599  While Berenson’s written estimations of 

prospective acquisitions were essential to Gardner, the visual information transmitted by 

photography mediated these exchanges and ultimately shaped the character of her 

collection. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
596 Gardner acquired Virgin and Child with an Angel in 1899 through Colnaghi and Berenson; the painting 
hangs in the Long Gallery of Fenway Court. 
597 Giovanni Pagliarulo, Curator of the Fototeca Berenson and the Berenson Art Collection at Villa I Tatti, 
describes Berenson’s uses of photographic documents in the ongoing development and promotion of his 
connoisseurship.  See Pagliarulo, “Photographs to Read: Berensonian Annotations,” in Costanza Caraffa, 
ed., Photo Archives and the Photographic Memory of Art History (Berlin, Germany: Deutscher 
Kunstverlag, 2011), 181-191. 
598 Isabella Stewart Gardner to Bernard Berenson, 4 December 1900, in Rollin Van N. Hadley, ed., The 
Letters of Bernard Berenson and Isabella Stewart Gardner, 237. 
599 Bernard Berenson to Isabella Stewart Gardner on December 16, 1900, in Rollin Van N. Hadley, ed., The 
Letters of Bernard Berenson and Isabella Stewart Gardner, 237. 
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Ninety-three of the photographs that Gardner received from Berenson and her 

other agents were eventually arranged into an album that she titled “Catalogue MCM: 

The Isabella Stewart Gardner Museum in the Fenway.”600  Unlike her travel albums and 

guest books, this catalogue does not contain carefully constructed photographic 

assemblages that demonstrate the creator’s keen sense of design.  Nor does it reflect the 

professional mounting and binding of the installation albums.  Instead, Gardner selected 

photographs of seventy-three paintings and twenty sculptures to tape into the album’s 

thin paper pages alongside handwritten artists’ names and odd bits of printed text about 

the works depicted.  In comparison to the albums discussed in the previous chapters of 

this dissertation, the MCM catalogue is a decidedly ad hoc affair with very little attention 

paid to the positioning of the photograph upon the page, the quality of the reproduction, 

or the mode of fixation within the album. Overall, the catalogue resembles an informal 

portfolio of documents pertinent to her project: some photographs are taped in at their 

corners while others are pasted in or thrown into the pages loosely without explanatory 

text (Figure 4.1).  MCM is therefore not a trophy album for an audience beyond Gardner 

herself.  Instead, it is a document of process, denoting Gardner’s private efforts to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
600 Isabella Stewart Gardner, “Catalogue MCM: The Isabella Stewart Gardner Museum in the Fenway,” 
photographic album, c.1900, Archives of the Isabella Stewart Gardner Museum, Boston, MA.  All 
subsequent references to the album denote it as “MCM.”  MCM refers to the Roman numerals for the year 
of the album’s making.  There is no doubt that Gardner was the author of MCM and the Marr installation 
albums.  MCM contains captions in her hand.  The installation albums were also clearly arranged by 
Gardner.  Gardner did not employ any curators and the first director of her museum, Morris Carter, 
assumed his duties after her death.  If Carter had created these albums, he would have used photographs 
from the last series taken by the Marrs of the museum in 1926.  All of the photographs taken in the 
installation albums date between 1902 and 1919.  Furthermore, as the end of this chapter makes clear, 
Gardner sent copies of the Black Albums to museum trustees and stakeholders who subsequently thanked 
her for the books.  These letters do not suggest that anyone but Gardner would have arranged the albums.  
In short, and in light of Gardner’s lifelong interest in album making, it is impossible to consider anyone but 
she as the arranger of these albums. 



!

!

266 

catalogue what she regarded as the major works in her burgeoning collection and 

prefiguring her more comprehensive undertaking with the Marrs.601   

The MCM catalogue records Gardner’s collection at a pivotal moment in the 

history of her project, and provides a visual bridge between the dealer photographs and 

her decision to hire her own art photographers.  As Morris Carter states, “After 1900, 

masterpieces were added one by one, but the record of the previous four years was never 

equaled.”602  Since Fenway Court would be completed in 1901, MCM displays Gardner’s 

collection at a time when she was actively considering the curatorial plan for the 

building.  At the same time, the album underscores her reliance upon photography in the 

organization of her collection.  Yet because MCM lists works of art alphabetically by 

artist and not by their eventual destinations within her museum, the album provides little 

to no insight into her plans for installation.  Furthermore, MCM sheds no light upon 

Gardner’s experience of the museum itself.  Instead, MCM serves as a preliminary draft 

for her more polished archival efforts in the 1908 and 1916 Fenway Court albums, the 

Russet Album, and the Black Albums, which were designed to showcase her vision of the 

museum in toto. 

Origins of the Gardner-Marr Partnership 

 While the precise origins of their acquaintance are not known, Gardner and the 

firm of Thomas E. Marr & Son began their professional relationship while she was still 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
601 Gardner wrote catalogues of her collection for the public and published them through the Merrymount 
Press in Boston, MA.  The Archives of the Isabella Stewart Gardner Museum, Boston, MA, holds drafts of 
these catalogues with her handwritten corrections and additions.  Gardner also catalogued her books and 
manuscripts, which may be viewed on the museum’s website: 
http://www.gardnermuseum.org/resources/virtual_reading_room. 
602 Carter, Isabella Stewart Gardner and Fenway Court, 181. 
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living at 152 Beacon Street in Boston and before she moved her city dwelling to the 

fourth floor of Fenway Court.  Museum archivists believe that the Marrs photographed 

her Beacon Street home between 1898 and 1900.603  Commissioning these types of 

images was not unusual for homeowners of Gardner’s stature in the 1890s, and Thomas 

Marr built a career as a commercial photographer of the domestic lives of the leisure 

class.  Marr was originally trained as a daguerreotypist in Boston, established a reputation 

for newspaper illustration in the 1870s and 1880s, and by the 1890s was a highly skilled 

practitioner of the gelatin silver photographic process.604  In the 1902 Boston Directory, 

Marr advertises his services in landscape and marine photography and claims both 

interiors and magazine illustrations as his specialties.605  Throughout the first decade of 

the twentieth century, Marr maintained a thriving business as a photographer of the elite 

in the Northeastern United States, with numerous assignments attesting to his prominence 

in the field.  Three projects in 1903 highlight the degree of Marr’s professional stature.  

In June of that year, Marr received a commission from the financier Thomas W. Lawson 

to print and mount photographs of Dreamwold, Lawson’s lavish estate in Scituate, 

Massachusetts, as illustrations for albums that were given to a visiting German 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
603 I concur with their dating, as Raphael’s Portrait of Count Tomasso Inghirami—which arrived in the 
United States in November 1898—appears in one of these photographs.  See Shand-Tucci, The Art of the 
Scandal, 179, for dating of the Raphael’s arrival in the customs office. 
604 The archivists at the Isabella Stewart Gardner Museum have compiled a brief biography of Thomas and 
Alfred Marr titled “About the Photographers,” from which my notes regarding the elder Marr’s training 
were taken.  Thomas E. Marr was born in Nova Scotia in January 1850 and died in May 1910.  His sole 
heir was his son Arthur, who was born sometime in 1877, joined his father’s business in 1901, and ran it 
until his death in March 1954. 
605 Advertisement for Thomas E. Marr, Boston Directory, c.1902, 2425, Archives of Historic New England, 
Boston, MA.  For further reading on the subject of domestic interior photography, see: Sarah Anne Carter, 
“Picturing Rooms: Interior Photography 1870-1900,” History of Photography, Vol. 34, No. 3 (2010): 251-
267. 
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agricultural society (Figure 4.2).606  The Boston Daily Globe testifies to Marr’s 

extraordinary work ethic in this endeavor, stating that he “mounted 2800 copies of the 8 

by 10 photographs with which the 100 copies of the book were illustrated, working for 

two days and two nights to get them out.”607  In July, the Ladies’ Home Journal sent Marr 

to photograph three important American authors—Mark Twain, Henry Van Dyke, and 

William Dean Howells—relaxing with their families in rustic splendor at their homes in 

New York, Connecticut, and Maine (Figure 4.3).608  Twain was particularly impressed 

with Marr’s photographic skills and wrote to the editor to say, “There is a precision, a 

vividness, and a brilliancy about these photographs which I have not encountered in any 

photographs before.”609  By late autumn of that same year, Marr had photographed the 

home of Christian Science founder Mary Baker Eddy for an article titled “Mrs. Eddy As 

She Really Is” for the November issue of the Ladies’ Home Journal (Figure 4.4).610  Marr 

composes Eddy’s study as a tidy affair, with books ranged neatly along the edge of a 

glossy mahogany desk and delicate lace curtains filtering the sunlight.  Throughout these 

projects, Marr stages the interiors and exteriors of each home in a way that evokes the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
606 While I have yet to find a surviving album of the “Dreamwold” project, photographs from the Marr-
Lawson collaboration can be found in the Boston Herald and Traveler Archive of the Prints and 
Photographs Department of the Boston Public Library, Boston, MA.  At least one of these prints appears to 
have been ripped from another backing, perhaps indicating that it once appeared within an album. 
607 “At Dreamwold: German Farmers See the Lawson Place,” Boston Daily Globe, 23 June 1903, 8. 
608 Thomas E. Marr, “Three Famous Authors Outdoors,” The Ladies’ Home Journal, November 1903. 
Accessed 30 January 2015. http://twain.lib.virginia.edu/sc_as_mt/photos/03lhjhp.html 
609 Samuel Clemens (Mark Twain) to Edward Bok, 1 September 1903, Clifton Waller Barrett Collection, 
Small Library, University of Virginia, accessed 30 January 2015, 
http://twain.lib.virginia.edu/sc_as_mt/photos/03lhjlet1.html 
610 Oscar L. Stevens and T.E. Marr, “Mrs. Eddy as She Really Is,” The Ladies’ Home Journal, November 
1903.  Extracts published in The Christian Science Journal, Volume 21, Issue 8, November 1903, 512, 
accessed via Google Books 20 May 2014. 



!

!

269 

human characters behind their design, and showcases the material elements in which 

Lawson, Twain, and Eddy would take the greatest pride. 

 Thomas Marr established an equally strong reputation as a photographer of art 

installations between 1900 and 1904.  In 1902, the Museum of Fine Arts Boston hired 

Marr to photograph the galleries at its original location in Copley Square.611  These 

photographs show the museum’s crowded Sculpture and Classical galleries in full 

daylight with the shadows of the museum’s plaster casts adding depth to the sweeping 

spaces (Figure 4.5).612  In capturing these galleries, Marr selected vantage points that 

would afford the broadest view of the rooms and the collections instead of training his 

lens upon a specific painting, sculpture, or installation.  At the same time, the details of 

these works are clearly visible in the Museum of Fine Arts series, and the positioning of 

his camera at approximately eye level helps the viewer to experience the exhibits as if she 

is standing amongst them.  Marr’s great facility in capturing the spatial qualities of art 

exhibitions is also in evidence in two series he created for the Copley Society of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
611 According to Jennifer Riley, manager of image licensing at the Museum of Fine Arts, Boston, the 
museum commissioned the Marrs to document the galleries in 1902.  The museum did not retain the 
negatives for this project and today has 130 photographic prints of the interior of the museum.  In her book 
tracing the relationship between the Boston Athenaeum and the Museum of Fine Arts, Boston, Hina 
Hirayama reproduces three photographs of the plaster cast galleries at the Museum.  See: Hina Hirayama, 
With Éclat: The Boston Athenaeum and the Origin of the Museum of Fine Arts, Boston (Boston, MA: The 
Boston Athenaeum, 2013), pages 94-95, 146.  Hirayama also describes a dispute between the two 
institutions regarding access to photographic collections on loan to the Museum from the Athenaeum.  
Athenaeum members were aggrieved by having to pay admission to view photographic reproductions of art 
on loan to the Museum, and the Museum responded by granting them access free of charge.  See Hirayama, 
With Éclat, 148-149. 
612 Hirayama, With Éclat, 94-95 and 146. 
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Boston.613  The Society hired Marr in 1900 to document an exhibition of the French 

Impressionist painter Claude Monet’s work at the Society and again in 1904 to 

photograph a memorial exhibition in honor of James McNeill Whistler.614  Marr’s 

photographs of the Monet exhibition show the interiors of two long galleries with 

paintings hung in vertical pairs around each room (Figure 4.6).  Marr trains his lens upon 

the corners of these rooms to emphasize the length of the galleries and to document the 

installation overall; the details of the paintings themselves are for the most part lost in his 

composition.  In his photographs of the Whistler Memorial Exhibition of 1904, Marr also 

concentrates upon the long center aisle of the gallery, positioning his camera so that only 

the faintest outlines of the artist’s La Princess du Pays de la Porcelaine are visible in the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
613 The Copley Society of Art is an American arts organization that was founded by graduates of the School 
of the Museum of Fine Arts, Boston, in 1879.   For a history of the society’s first twenty-five years, see 
Jean N. Oliver, “The Copley Society of Boston,” The New England Magazine, Vol. 31, 605-617, accessed 
via Google books 31 January 2015, 
http://books.google.com/books?id=Ta8VAAAAYAAJ&pg=PA605#v=onepage&q&f=false.   
614 I have been able to find evidence of two photographic projects commissioned by the Copley Society 
from T.E. Marr.  The first set of five photographs may be found in the Library of Congress and relate to his 
documentation of a 1904 Memorial Exhibition organized by the society in honor of James McNeill 
Whistler.  See Library of Congress, “Exhibitions of Works by James McNeill Whistler, 1898-1905,” 
accessed 30 January 2015, 
http://www.loc.gov/pictures/search/?q=LOT%2012423&fi=number&op=PHRASE&va=exact&co!=coll&s
g=true&st=gallery.  The second set of photographs are held by the Archives of American Art and relate to 
both the Whistler exhibition and an exhibition of Claude Monet’s work organized by the society; two 
photographs of the Monet show and one of the Whistler show are held in this archive.  See Archives of 
American Art, “Copley Society Records, 1879-1981,” accessed 30 January 2015, 
http://www.aaa.si.edu/collections/images/collection/copley-society-records-7151.  The Copley Society 
published an exhibiton catalogue for the Monet show.  See: The Copley Society, Loan Collection of 
Paintings by Claude Monet and Eleven Sculptures by Auguste Rodin (Boston, MA: The Copley Society, 
1905). 
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tripled archways near the background of two of the images (Figure 4.7).615  However, he 

also photographed three sets of what appear to be etchings in the same exhibition, 

indicating that the Society also wanted detailed documentation of specific works within 

the show.616  Through these photographic projects, Marr demonstrates his abilities in 

photographing a broad range of artistic media for a discerning clientele and confirms his 

position as a trusted photographer of art in Boston. 

 In contracting with the firm of Thomas E. Marr & Son for the photographic 

documentation of her museum, Gardner followed a lifelong strategy of working with 

professionals whose stature and expertise were as unquestionable as their loyalty.  These 

collaborations were a measure of Gardner’s institutional adroitness during an era in 

which American women were only beginning to assert themselves in leadership positions 

on the national stage.  Despite the obvious gulf between them in terms of social status 

and wealth, Gardner understood that the Marrs’ reputation in the magazine industry 

would burnish her own by association: as the photographers of prominent Americans in 

their homes and businesses as well as important art exhibitions, their work would help to 

legitimize the contributions of Fenway Court in the public sphere.  The Marr family 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
615 Archives of American Art, “Copley Society Records, 1879-1981,” accessed January 30, 2015. 
http://www.aaa.si.edu/collections/images/collection/copley-society-records-7151.  Whistler originally 
installed La Princess du Pays de la Porcelaine in the dining room that he designed for British shipping 
magnate Frederick R. Leyland in 1876.  The room—which became known as the Peacock Room because of 
the gilt peacocks Whistler painted onto its walls--became a source of conflict between patron and artist due 
to payment disputes.  The painting and the Peacock Room were later acquired by the American collector 
Charles Lang Freer, and both now hang in the Freer Gallery of Art in Washington, DC.  See Linda Merrill, 
The Peacock Room: A Cultural Biography (New Haven, CT: Yale University Press, 1998). 
616 Library of Congress, “Exhibitions of Works by James McNeill Whistler, 1898-1905,” accessed January 
30, 2015. 
http://www.loc.gov/pictures/search/?q=LOT%2012423&fi=number&op=PHRASE&va=exact&co!=coll&s
g=true&st=gallery. 
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appreciated her patronage of them in equal measure.  In May 1923, Arthur Marr wrote a 

heartfelt letter of thanks to Gardner: 

…Mrs. Gardner, everything about me, my office, my home, my business, 
everything I have reminds me of your goodness to me and what that has done for 
me during the years I have been so fortunate to know you and have, I hope, your 
confidence and consideration.  You have been my kindnest [sic] friend, my 
staunchest supporter and I am indebted to you for both business & home. 
 
How can I ever express my gratitude, my sincere wish that you may be spared for 
years that I may have time to even feebly show you my gratefulness. 
 
Always yours to command, 
Arthur E. Marr617 
 

The benefits of the Gardner-Marr collaboration were therefore mutual, and their 

photographic partnership was integral to Gardner’s determination to establish herself as a 

consequential actor in American civic life. 

Nevertheless, Gardner was cautious in all of her plans for the museum, and 

reputation alone would not have led her to hire Thomas and Arthur Marr for the project 

of documenting Fenway Court.  To ensure that the firm was suitable for the task, Gardner 

first engaged the Marrs to photograph her home at 152 Beacon Street in Boston.  In 

addition to the dealer photographs discussed earlier in this chapter, the MCM catalogue 

contains five photographs by the Marrs of Gardner’s home, of which three are 

captioned.618  These three photographs illuminate Gardner’s potential rationale for 

initially hiring the firm to document her private home.  The first photograph of her 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
617 Arthur E. Marr to Isabella Stewart Gardner, May 2, 1923, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
618 Isabella Stewart Gardner, “MCM” photographic album, c.1900, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.  This album also contained a number of loose prints of Gardner’s home on 
Beacon Street that were removed to another file folder for conservation.  The loose prints were not 
captioned and it is not clear whether they were ever fixed into the album itself. 
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Beacon Street home to appear in MCM depicts a corner of a salon lined with a row of 

seven gilt chairs (Figure 4.8).619  These chairs surround a harp that is placed in the same 

corner, and stand beneath Denis Miller Bunker’s painting, Chrysanthemums, of the 

Gardner’s greenhouse in Brookline.620  Gardner has captioned the image to denote 

Bunker’s painting and to state that the chairs are “the Borghese chairs [that] belonged to 

Pope Paul V.”621  Significantly, these chairs are named by Carter as being among the first 

purchases Gardner made with the intention of building a major collection of art.622  

Gardner also draws attention to the “Gothic Tapestries” surrounding “A Portrait of Mrs. 

Moody by George Romney” in her caption for a subsequent photograph of the dining 

room at Beacon Street, and includes two other photographs of the room taken from 

different vantage points to showcase the tapestries (Figure 4.9).623  These tapestries would 

eventually migrate to the stair halls of Fenway Court in 1901 and join other textile 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
619 Isabella Stewart Gardner, “MCM” photographic album, c.1900, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
620 Denis Miller Bunker painted Chrysanthemums in 1888 after a summer spent in England with John 
Singer Sargent, during which time the two experimented with the Impressionist techniques of Claude 
Monet.  This painting now hangs in the Blue Room at the ISGM.  See: Richard Lingner, 
“Chrysanthemums, 1888,” in Chong, Lingner, and Zahn, Eye of the Beholder: Masterpieces of the Isabella 
Stewart Gardner Museum, 209. 
621 Isabella Stewart Gardner, “MCM” photographic album, c.1900, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
622 Carter, Isabella Stewart Gardner and Fenway Court, 125.  Carter asserts that these chairs heralded the 
beginning of a new era of serious collecting, as they bore provenance within a major European family.  For 
information regarding the chairs, see: Chong, Lingner, and Zahn, Eye of the Beholder: Masterpieces of the 
Isabella Stewart Gardner Museum, 128-129. 
623 Isabella Stewart Gardner, “MCM” photographic album, c.1900, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.  The portrait of Mrs. Moody was not installed in the galleries of Fenway 
Court and appears to have been sold from the Gardner estate in 1976; see Christie’s auction house listing: 
Christie’s European Furniture and Works of Art Department, Sale 9774, Lot 88, “George Romney/Portrait 
of Mrs. Moody (1767-1820,” Provenance, http://www.christies.com/lotfinder/paintings/george-romney-
portrait-of-mrs-5798278-details.aspx, accessed 31 January 2015. 
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acquisitions on the walls of the Tapestry Room in 1916.624  By naming the paintings, 

furniture, and textiles in her installations at Beacon Street in these captions, Gardner 

underscores the importance of each category of object within her collection, and reveals 

her earliest preferences for synthesizing the decorative arts and painting within her 

curatorial schema.  Moreover, these early photographs by the Marrs demonstrate their 

talent for capturing the details in a range of artistic media, from the brushstrokes in a 

painting to the warp and weft of a tapestry: the clarity of the objects depicted within her 

installations testifies to the Marrs’ extraordinary talents in photographing the assemblages 

that were integral to Gardner’s curatorial praxis.  When seen in this way, the photographs 

of 152 Beacon Street appear to have been a kind of experiment on Gardner’s part.  These 

photographs were part of an initial test of the Marrs’ abilities, so that Gardner might see 

whether their gifts matched her own stringent standards of photographic assessment. 

Gardner later integrated these photographs of her home into the installation 

albums pertaining to Fenway Court.  Seven photographs by Thomas Marr in the Russet 

Album, which was created in 1919, also display views of the sitting rooms, dining room, 

the front hallway and the exterior of 152 Beacon Street.625  These photographs further 

reveal the elder Marr’s command of lighting both inside and outdoors and his strengths in 

capturing the visual scale and material details in Gardner’s abode (Figure 4.10).  Marr’s 

compositions highlight the scope of Gardner’s art collections, using corner shots to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
624 Gardner acquired the tapestries depicted in “MCM” in 1872 and in 1905 purchased a set of ten tapestries 
that originally hung in the Barberini Palace in Rome.  See: Chong, Lingner, and Zahn, Eye of the Beholder: 
Masterpieces of the Isabella Stewart Gardner Museum,112-117. 
625 Isabella Stewart Gardner and Thomas E. Marr & Son, “Russet Album," photographic album, c.1919, 
Archives of the Isabella Stewart Gardner Museum. 
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expose expansive walls and vast tabletops crammed with Old Master paintings, 

Renaissance wood carvings, and other objets d’art.  These photographs of 152 Beacon 

Street’s grand domestic interiors appear to have been for Gardner’s personal use and not 

for publication in the press.  Moreover, the Russet Album is the only one of the five 

installation albums to include images of Beacon Street, and these seven images appear at 

the end of the album as a coda to the 194 sweeping images of Fenway Court that precede 

them.  Ultimately, the photographs taken by Thomas Marr of Gardner’s home on Beacon 

Street emerge as documents of a trial run undertaken before she engaged the firm’s 

services as institutional photographers. 

Photographing Fenway Court 

 Thomas and Arthur Marr began the project of comprehensively photographing the 

galleries, cloisters, courtyards, and artwork within the Isabella Stewart Gardner Museum 

in the Fenway when the museum was completed in 1902.  Two snapshot photographs 

attributed to Gardner from that year show members of the firm working together in the 

walled gardens outside the museum, and these images lend some insight into the 

mechanics of the Gardner-Marr documentary project.626  In one photograph, a man in 

shirtsleeves to the left of the frame holds a black umbrella above a cloth-covered tripod 

while a stoop-shouldered man in a dark suit extends his right hand into the cloth which 

shelters the camera (Figure 4.11). To the right of these men, a third man in a lighter suit 

steadies the frame of Sofonisba Anguissola’s Portrait of Juana of Austria and a Young 

Girl of 1561.  A second photograph shows the same trio clustered around an easel 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
626 Isabella Stewart Gardner, photographs of the firm of Thomas E. Marr and Son in the garden outside 
Fenway Court, c.1902, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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holding Andrea Mantegna’s Virgin and Child with Saint John the Baptist and Saints, 

c.1495, the dark-suited man now appearing with his head thrust underneath the cloth over 

his camera and tripod, the lighter-suited man holding the umbrella aloft above him 

(Figure 4.12).627  By photographing individual elements of Gardner’s collection en plein 

air, the Marrs were able to capture the details of each artwork in ideal lighting conditions 

and to produce photographs that would be vital to their public recognition and 

admiration.  At the same time, these snapshots reveal that the camera work went both 

ways: as the Marrs documented Gardner’s collection, she kept her own lens trained upon 

their progress. 

A brief overview of the major phases in the Marrs’ photographic documentation 

of Fenway Court is essential to understanding the photographic inclusions within the 

installation albums.  Archivists at the Isabella Stewart Gardner Museum have dated all of 

the extant prints and negatives within the Marr photograph collection, and these enable 

contemporary researchers to reconstruct the timeline of the Gardner-Marr partnership.  

Photographic documentation of the museum occurred throughout the first quarter of the 

twentieth century and the installation albums show that Gardner commissioned two major 

photographic campaigns from the Marrs in that span of time.628  Between 1902 and 1903, 

the Marrs photographed individual works of art within the collection as well as views of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
627 Isabella Stewart Gardner, photographs of the firm of Thomas E. Marr and Son in the garden outside 
Fenway Court, c.1902, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
628 In 1902-1903, the Marrs photographed the Blue Room, two of the Cloisters, and the Courtyard on the 
first floor; the Chinese Room, the Raphael Room, and the Dutch Room on the second floor; the Veronese 
Room, the Titian Room, and the Long Gallery on the third floor. In 1915-1916, the Marrs photographed the 
Yellow Room, the Spanish Cloister, and the Chinese Loggia on the first floor, as well as the Short Gallery, 
the Little Salon, and the Tapestry Room on the second. Gardner’s first-floor sitting room, known as the 
Macknight Room, and the Chapel and the Gothic Room on the third floor were all photographed in off-
cycle years, perhaps because the last two of the three were closed to the public during her lifetime. 
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the installations in what were then the principal public areas of the museum.  While 

occasional photographic documentation of specific rooms and installations continued in 

the ensuing decade, the next major push occurred between 1914 and 1915, when Gardner 

demolished the two-story Music Room on the eastern side of the museum in order to 

expand the exhibition space within the building.  During this period, the Marrs 

photographed the soon-to-be-destroyed Music Room, re-photographed rooms from the 

1902-1903 series, and also documented the new galleries and modified installations on all 

floors of the museum.  Small additions and adjustments to the collection and installations 

continued after the 1914-1915 renovation and until Gardner’s death in 1924.  To ensure 

Gardner’s vision for perpetuity, Morris Carter engaged the Marr studio in 1926 for their 

last series of images documenting the galleries and installations.629  While this last set of 

photographs from 1926 are considered the definitive documents of Gardner’s 

installations, the contents and organization of the installation albums reflect critical 

phases in her curatorial process and illuminate her experience of the museum in each 

major building phase. 

Contents and Organization of the Installation Albums 

All five of the installation albums created by the Gardner-Marr partnership share 

distinctive qualities that set them apart from her other photographic album projects.  The 

installation albums only contain photographs from the firm of Thomas E. Marr and Son.  

Unlike her travel albums, guest books, and even the MCM catalogue, the photographs in 

the installation albums are uncaptioned.  Instead, these albums are completely focused 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
629 Morris Carter to Arthur Marr, 4 May 1926, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.  None of the photographs from the Carter commission appear in the installation albums. 
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upon picturing Fenway Court and its collection for their viewers. Although each of the 

installation albums contains a different number and variety of gallery views and close-ups 

of objects—Fenway Court 1908 holds one hundred and six photographs, Fenway Court 

1916 holds ninety, the Russet Album holds two hundred, and Black Albums 1 and 2 hold 

sixty-eight and ninety-seven respectively—the five hundred and sixty-one photographs 

within them are nearly always of a uniform size (either 8 x 10 inches or 4 x 6 inches).630  

The regularity and precision of the photographs’ positioning within the installation 

albums—no telltale signs of paste at the corners, no bubbling or curling of the prints, the 

paper margins even around each photograph—strongly suggest that Gardner was not 

physically involved in the fabrication of the albums (Figure 4.13).  Since the Marrs had 

ample professional experience with album making for other clients, it is likely that they 

physically produced these albums under Gardner’s creative direction.   Yet because each 

of the installation albums contains a different collection of images of Fenway Court and 

its holdings, and because these photographs are organized in a different way in each 

album, the albums were produced as single entities.  As the arranger of their photographic 

inclusions, Gardner should be regarded as the author of each album.  Moreover, each of 

the albums should be evaluated as a unique publication of Gardner’s vision.  While an 

exhaustive cataloguing of the artwork within these albums would not be useful, a short 

description of each album’s contents illuminates the purposes and intentions 

underpinning the installation albums as a whole. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
630 Isabella Stewart Gardner and Thomas E. Marr & Son, Installation Albums, "Black Album 1," "Black 
Album 2," c.1919, and “Fenway Court 1908,” “Fenway Court 1916,” and “Russet Album,” c.1908-1919, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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The first of the installation albums was created in 1908, five years after the public 

opening of the museum.631  The cover of the album is a medium brown cloth, and the 

corners and the spine are covered in a rich chestnut-colored leather (Figure 4.14).  On the 

center of the front cover the words “Fenway Court” appear in gilt capital letters above the 

date “1908.”  Of the one hundred and six photographs within the first installation album, 

one is an exterior shot of Fenway Court, seventy-six are close-up photographs of 

paintings or sculpture within the collection, and twenty-nine are views of the galleries 

and installations.  The arrangement of the photographs within this album moves from the 

sole exterior shot of Fenway Court through the ground, second, and third floor galleries 

inside (Figure 4.15).  Ten photographs take the viewer on a visual tour of the museum 

from its wrought-iron entranceway to the installations of medieval and classical statuary 

within the cloisters and courtyard on the first floor (Figure 4.16).  Photographs eleven 

through thirteen are views of the Dutch Room on the museum’s second floor, followed 

by nineteen pages of close-up photographs of the paintings in that room (Figure 4.17).  

Two photographs of the now-defunct Chinese Room follow the Dutch Room series and 

two views of the Raphael Room appear in the pages after them (Figure 4.18).  

Photographs of the paintings in the Raphael Room are pasted into the next twenty-one 

pages of the album, followed by seven photographs of the third-floor Veronese Room and 

its holdings (Figure 4.19).  Two views of the Titian Room appear after the Veronese 

Room series, and fourteen photographs of objects around the Titian Room (including 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
631 Isabella Stewart Gardner and Thomas E. Marr & Son, “Fenway Court 1908,” c.1908, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.  Gardner’s rationale for creating the album in this year is 
not clear.  
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Benvenuto Cellini’s bronze bust of Bindo Altoviti) follow these (Figure 4.20).  Thirteen 

photographs of the Long Gallery and its installations come after the Titian Room.  The 

only photograph of the Gothic Room to be taken during Gardner’s lifetime appears after 

these images of the Long Gallery, and it is followed by eleven photographs of paintings 

that appear in the Gothic Room and other areas in the museum (Figure 4.21). 

With this first installation album, Gardner establishes a pattern that is repeated 

throughout the remaining albums of Fenway Court: each album follows a course through 

the museum from the exterior or the ground floor and continues upward into the galleries.  

In this first installation album of 1908, Gardner showcases some of the centerpieces of 

her collection—a Roman sculpture of Odysseus near the courtyard, Rembrandt’s Christ 

in the Storm on the Sea of Galilee, Titian’s Rape of Europa—while also providing views 

of galleries that house them (Figure 4.22).  Her methodology renders the museum as a 

series of highlights instead of providing an exhaustive catalogue of views and objects.  

She curates an experience of the museum from the surfeit of visual information it affords 

and displays the elements of the spaces and collection that she found noteworthy at the 

moment of creating that album.  In the case of Fenway Court 1908, it is clear that 

Gardner’s primary emphasis is upon paintings, since only thirteen of the close-up 

photographs are of statuary or other three-dimensional works of art. 

The second installation album continues Gardner’s efforts to depict the galleries 

alongside the paintings and sculpture corresponding to them, but with a greater emphasis 
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upon views of the spaces within Fenway Court.632  Fifty-eight views of the galleries and 

installations appear in this album, which is bound and stamped in the same way as the 

first installation album with one key difference: the date on the cover is 1916.  Eight 

years made a significant difference in the contents of this album because it documents the 

museum before and after Gardner’s renovation and expansion of the galleries.  The album 

opens with two views of the now-destroyed Music Room (Figure 4.23) and proceeds to 

display five photographs of the revamped Yellow and Blue Rooms and one photograph 

of the newly installed Macknight Room, a gallery space that had once served as a private 

guest room in Fenway Court.  The courtyard and cloisters are represented in full flower 

and are showcased in thirteen separate photographs.  Three photographs of the new 

Spanish Chapel follow these, along with four dramatic photographs of the new Spanish 

Cloister and one close-up of Sargent’s El Jaleo (Figures 4.24, 4.25, 4.26).  In her 

arrangement of the photographs of the Spanish Cloister, Gardner underscores the 

telescopic effects of her installation of the painting: a long shot of the gallery comes first, 

the Moorish archway just visible at the end of the tiled and tree-lined gallery; a mid-range 

shot of the installation is next, as if the viewer has walked halfway toward the archway; 

finally, the last photograph dissolves the frame and displays the painting itself, so that the 

viewer might revel in the shadows of the dancer’s flashing limbs.  Gardner follows this 

series with three photographs of the Chinese Loggia on the ground floor and then moves 

to the second floor to select four views of the new Early Italian Room (which replaced 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
632 Isabella Stewart Gardner and Thomas E. Marr & Son, “Fenway Court 1916,” c.1916, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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the Chinese Room) and twelve of the paintings and sculpture therein, and three views of 

the Raphael Room (Figure 4.27).  Gardner continues the tour of the second floor with two 

photographs of the new Short Gallery and one of the new Little Salon as well as ten 

views of the new Tapestry Room (Figure 4.28).  Like their counterparts in the Spanish 

Chapel and the Chinese and Spanish Loggia on the ground floor, the Short Gallery, the 

Little Salon, and the Tapestry Room replaced the space of the Music Room on the second 

floors of the museum.  Gardner concludes the album with two photographs from the 

Long Gallery and the Chapel on the third floor and several images of artwork from 

around the museum (Figure 4.29). 

Because it was created in 1916, the second installation album documents a 

transitional moment in the history of Gardner’s museum.  It reflects her efforts to 

memorialize the great hall that welcomed her first official visitors to Fenway Court, and 

then seeks to justify its replacement with a tantalizing series of picturesque views of the 

new museum.  It is a visual catalogue of institutional history and an explication: since 

each of the new rooms fairly teems with artwork, the rationale for expanding Fenway 

Court is made plain.  At the same time, it is an album that emphasizes the three-

dimensionality of the spaces within the museum.  The paintings that predominated in the 

first album have receded in the second so that the installations themselves are the main 

subject.  In this way, the second installation album displays Gardner’s spatial 

interventions and inventiveness more fully, as well as her capacities for synthesizing a 

broad range of artistic media. 
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If the first two albums appear to show the museum’s installations as an evolving 

work of art, then the Russet Album shows the museum as a thing perfected in 1919.633  

The binding of this album differs from the prior two installation albums: although the 

album’s spine is bound in the same chestnut leather, the front and back covers feature a 

stylized floral pattern on a beige ground.  This third album takes its time in moving from 

the exterior of the building to its interior, using four exterior shots of the museum to 

introduce the viewer to Fenway Court before moving into the interior (Figure 4.30).  

While the 1908 and 1916 albums are documents of specific historical stages within the 

museum’s building and installation history, the Russet Album integrates images of the 

old and the new museum together.  No less than four photographs of the Music Room 

appear in this album, but only after forty-five photographs of the ground floor post-1916 

renovation (Figure 4.31).  Eight photographs of the old Chinese Room (Figure 4.32) 

appear in the next pages followed by images of the Raphael Room, the Dutch Room, the 

Veronese Room, the Titian Room, the Long Gallery, the Chapel, and the Gothic Room.  

But after this series, Gardner returns to the second floor and places four images of the 

Early Italian Room, one of the Short Gallery, six of the Little Salon, and nine images of 

the Tapestry Room (Figure 4.33).  The rest of the album seems to follow her preference 

for the painted image: the last fifty pages of the album hold photographs of paintings as 

well as seven photographs of her home at 152 Beacon Street.  
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633 Isabella Stewart Gardner and Thomas E. Marr & Son, “Russet Album,” c.1919, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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At first glance, Gardner’s presentation of the museum within this album seems 

ahistorical, since it conflates the first and second building phases.  Lest the viewer forget 

the critical transition of the collection from her home into the public sphere, the 

photographs of Beacon Street remind the viewer of Gardner’s long-term plan for the 

collection at the end of the album.  Yet when these three locations for her curatorial 

practices are taken into consideration, it becomes clear that the Russet Album is a 

retrospective tribute to her museum’s evolution and perfection.  The album asserts 

Fenway Court as an institution that has successfully navigated necessary stages of 

experimentation and reached its aesthetic zenith.  In short, the Russet Album displays the 

museum as an established institution that is cognizant of its history and confident in its 

future.634 

Fenway Court 1908, Fenway Court 1916, and the Russet Album are meant to 

invoke the perpetuity they exhibit.  Through their leather bindings and their extensive 

contents, the albums materialize the intentions of their commissioner.  How then to 

understand the comparatively humble cloth-and-board bindings and photographic 

contents of the Black Albums, which were composed sometime during 1919 (Figure 

4.34)?  These albums are more portable than the other installation albums since they 

contain fewer photographs, but the arrangement and selection of photographs are not 

radically different from the ones that appear in the more substantial albums.  Moreover, 

any attempt to closely analyze the selection of one group of objects or views at Fenway 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
634 Fenway Court 1908, Fenway Court 1916, and the Russet album were not created for public circulation. 
Instead, Gardner shelved them within the Vatichino in the Macknight Room along with her travel albums 
and guest books.  I discuss the significance of their positioning in this archival space later in the chapter. 
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Court over another within the installation albums is an exercise in futility, since Gardner 

intentionally obscured the rationale for her collecting practices and curatorial installations 

in the first place.  The installation albums reflect their creator’s continuous efforts to 

conceal her aesthetic methodologies.  In the absence of an established editorial plan, 

therefore, the Black Albums must be evaluated for their overall effects upon the viewer 

and the impression of the museum that they transmit.  At the same time, the photographic 

inclusions within the Black Albums should be regarded within the context of their 

binding and the ease with which these albums might move into viewers’ hands, 

mailboxes, and bookshelves.635 

 Although no dates appear within their pages, both of the Black Albums appear to 

have been fabricated in 1919.636  The images that appear in the Black Albums reveal a 

high degree of sensitivity to the atmosphere of Fenway Court and convey the visitor 

experience through a variety of picturesque views.  Forty-two of Black Album 1’s sixty-

eight photographs depict the installations and views of the galleries.  The Marrs’ framing 

and lighting of these spaces underscore the intimacy of Gardner’s installations and the 

mood of different vantage points within the building.  Two shots of the courtyard in 

Black Album 1 demonstrate the Marrs’ strengths in capturing the variable emotional 

qualities of the museum as well as its capacities for enveloping the visitor’s senses.  The 

first is taken from the original entrance to the museum and framed by the archways and 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
635 The Black albums appear to have been created as gift albums to Gardner’s friends, family, and other 
important acquaintances.  I discuss their circulation throughout her social networks later in this chapter. 
636 Isabella Stewart Gardner and Thomas E. Marr & Son, “Black Album 1,” “Black Album 2,” c.1919, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.  I have determined this date after 
comparing photographs within the albums to the dates of corresponding photographs in the archives of the 
Isabella Stewart Gardner Museum. 
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Romanesque lions at the center of the north cloister (Figure 4.35). The sunlight spills 

from the upper reaches of the skylight to create a curvilinear welcome mat at the bottom 

edge of the photograph, inviting the viewer to peer into the brilliant garden just beyond.  

In the second photograph, the Marrs convey the dramatic height of the museum’s interior 

by shooting from the Raphael room on the second floor, measuring the distance between 

the mosaic-tiled ground-floor garden and the top-floor skylight by showing three tiers of 

ogee-arched apertures and fenestrations in the southwest corner of the courtyard (Figure 

4.36).  The Marrs’ unerring sense of scale and proportion are also visible in their 

photography of the Veronese Room (Figure 4.37).  In a shot of the western side of that 

room in Black Album 1, the Marrs position the camera on the edge of a carpet that 

extends beyond the bottom edge of the frame, placing the viewer in close proximity to a 

table set with a gilt coffee service.  Beyond this inviting domestic vignette, the embossed 

leather walls and coffered ceiling stretch along the edges of the frame, allowing the 

viewer to experience both the charm and the grandiosity of this space. 

 Like Fenway Court 1916, the second Black Album displays more photographs of 

the museum after its refurbishment in 1915.637  Sixty-eight of the ninety-seven 

photographs in Black Album 2 depict the galleries and installations of Fenway Court.  

Four views of the Yellow and Blue Room, and one view of the Macknight Room, 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
637 Isabella Stewart Gardner and Thomas E. Marr & Son, “Black Album 2,” c.1919, Archives of the Isabella 
Stewart Gardner Museum.  Gardner decided to expand the gallery spaces in Fenway Court and in 1914 
began the demolition of the Music Room to create the Spanish Chapel and Spanish Cloister on the first 
floor as well as the Short Gallery, Little Salon, and Tapestry Room on the second floor.  Carter writes: 
“Mrs. Gardner…had decided that she must no longer delay the alterations which were to give Fenway 
Court its final form.  Most of the materials had been in her possession since 1906; in 1908, she began to 
show friends the plans for the new rooms, so that in case of her death they might be carried out.  Now, 
though the significance of the enterprise was a little melancholy, every one was grateful that the result was 
to be the work of her hands.”  See Carter, Isabella Stewart Gardner and Fenway Court, 240. 
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establish the smaller and friendlier scale of the ground floor galleries.  At the same time, 

the Marrs’ positioning of the camera at the long end of each gallery, room, or cloister 

beyond these emphasizes the depth and scale of the museum, making the already majestic 

spaces seem even more impressive (Figure 4.38).  Moreover, two shots of the installation 

of El Jaleo repeat the dramatic sequence in Fenway Court 1916 and highlight the 

performative aspects of Gardner’s newest installations (Figure 4.39).  Throughout these 

photographs, the Marrs depict Fenway Court as a space of energetic contrasts that 

balances intimate viewing experiences with moments of sublime encounter.  Fittingly, the 

second Black Album concludes with fifteen photographs of sacred objects and spaces 

within the museum, including the Gothic Room, the 12th century Catalonian Crucified 

Christ figure, and a 6th century votive stele of the Buddha (Figure 4.40). 

 As mobile emissaries of Gardner’s installations, the Black Albums would have 

been ideal as gift albums for her friends.  The covers of the Black Albums are generic in 

comparison to the earlier installation albums—they are stamped with the word 

“Photographs” instead of “Fenway Court”—and the black laces that held their pages 

together could have been untied easily.638  Their portability and flexibility was 

undoubtedly the point: these were designed as prototypes for a specific kind of user, one 

who might circulate the photographs as individual documents throughout their home, 

office, or social network.639  If the albums were kept whole, they would still fit into a 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
638 Isabella Stewart Gardner and Thomas E. Marr & Son, Cover of “Black Album 2,” c.1919, Archives of 
the Isabella Stewart Gardner Museum, Boston, MA. 
639 While the extent of their distribution is unknown, Gardner appears to have given albums like the Black 
Albums to her friends and acquaintances.  I discuss two letters indicating her dissemination of the albums 
to Harvard University faculty members in the penultimate section of this chapter. 
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briefcase or shoulder bag without adding unnecessary weight.  In summary, Black 

Albums 1 and 2 are visual introductions to Fenway Court that were specifically designed 

for the convenience of their handlers and viewers. 

 Although the merits of the Marrs’ photography are many and the albums of 

Fenway Court are unique among Gardner’s photographic productions, the composition of 

the installation albums pales in comparison to the assemblages within her travel albums 

and guest books.  On aesthetic grounds alone the installation albums are comparatively 

unexciting.  But a vital rationale underpins the plainness of their brown and black pages: 

these wordless albums communicate volumes regarding their author’s confidence in the 

museum.  Like the installations within Fenway Court, the photographs reproducing them 

need no explanation.  The views of the galleries and the continuous catalogue of the 

remarkable paintings, sculpture, and furniture within them speak for themselves: this is a 

visionary curatorial achievement.  Moreover, the installation albums’ formatting renders 

these documentary compilations an aura of authority and professionalism.  The 

installation albums are objects of permanence and stability just like the museum.  In this 

way, they materialize the highest aims of their author in preserving her vision of the 

institution. 

Placement of the Installation Albums within Fenway Court 

 Gardner kept her installation albums in two specific locations in the galleries at 

Fenway Court, indicating their essential status within the hierarchy of objects that 
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comprise her collection.640  The grouping and placement of these albums in the museum 

during her lifetime reveal the distinctions Gardner made between their purposes in the 

establishment and preservation of her museum.  Both the travel albums and the guest 

books bear strong correlations to Gardner’s intellectual development and trace the 

evolution of her connoisseurship.  Yet it is the albums that contain views of the galleries 

and artwork at Fenway Court that display the culmination of these efforts and provide the 

greatest insight into her documentary strategies to preserve them.  The history of the 

archival spaces that Gardner created to house her photographic albums, especially the 

installation albums, therefore provides critical context for their ongoing usage in the 

maintenance of her bequest. 

 According to museum records, Gardner’s travel albums, guest books, and the first 

three installation albums were shelved within a semi-private archival space in the 

northwest corner of the museum.  As the first chapter of the dissertation reveals, the 

“Vatichino,” or “little Vatican,” was a wunderkabinett set within the eastern wall of the 

Macknight Room, an intimate gallery on the first floor of Fenway Court.  Morris Carter 

describes the Vatichino as a “narrow passage [in which] she placed association books and 

other souvenirs; as the space was so limited and so crowded, she called it the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
640 The “collection” at the Isabella Stewart Gardner Museum is often understood by both scholars and the 
general public as an assemblage of fine art, furniture, and antiquities, with less attention paid to the 
correspondence and memorabilia which Gardner herself acquired and placed on public view in glass 
vitrines at Fenway Court.  Gardner used these glass cases in the Blue Room, the Yellow Room, and the 
Long Gallery to display letters, drawings, photographs, and other ephemeral mementoes from her friends 
and acquaintances, as well as manuscripts and objects related to historical figures.  These visible archives—
which have since been removed from view or replaced with facsimiles for conservation within the 
museum’s contemporary archives—attested to the depth of Gardner’s patronage and revealed the full extent 
of her interdisciplinary pursuits to the public during and after her lifetime. 
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“Vatichino.”641 The Macknight Room, so named because of the number of watercolor 

paintings hung along its walls by Gardner’s friend Dodge Macknight, had originally 

served as a guest room and was converted to gallery space during a period of renovation 

and expansion in 1914 and 1915.642  Despite its designation as a new public area within 

the museum, the Macknight Room is not mentioned in the catalogues published by the 

museum during Gardner’s lifetime, perhaps because she occasionally used it as an office 

and personal reception room after 1915.643  In this way, the Macknight Room provided a 

liminal space within Fenway Court that could bridge Gardner’s public enterprise and 

private relationships, and in which she might further dissolve the boundaries between her 

civic and social identities.  The Vatichino served as a readily accessed repository for 

material evidence of her ongoing professional development, and her photographic travel 

albums and guest books were artifacts that could be shared with her guests in the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
641 Carter, Isabella Stewart Gardner and Fenway Court, 242.  For reasons that are not clear to 
contemporary museum staff, the Vatichino was emptied of its contents and converted into a coat room in 
1972.  Although the museum archives have retained two hand-drawn maps of the Vatichino, it would 
appear that there is no surviving photographic documentation of this space prior to its dissolution.  
Drawings of the Vatichino in the museum’s archives show the placement of prints, photographs, and other 
personal souvenirs along the walls of the narrow room.  The Vatichino is a space the ISGM is actively 
researching today.  The museum’s “Inventory and Notes” contain information regarding its contents, but 
because a large number of magazines and other publications (the exact number is unknown) were donated, 
sold, or thrown away, it is impossible to completely reconstruct its holdings.  However, the museum has 
begun the process of combing through accession records to identify the provenance of specific archival 
items—including many photographs—that were originally housed in the Vatichino.  In the course of 
researching this chapter, I was able to trace sixteen mammoth-plate photographs of the American west by 
W.H. Jackson that were stored in the Vatichino to the archives of the Prints and Photographs Department of 
the Boston Public Library.  These photographs were donated to the library in 1973.  On the strength of my 
investigation, the ISGM is now in conversation with the library about the possibility of re-acquiring these 
photographs. 
642 Dodge Macknight was a Boston-based artist who established a reputation for his skills in watercolor 
painting.  He was a close friend of Gardner’s and she acquired a number of his paintings for display in the 
gallery she named after him on the first floor of Fenway Court.  See Carter, Isabella Stewart Gardner and 
Fenway Court, 242. 
643 Isabella Stewart Gardner, Isabella Stewart Gardner Museum Catalogue (Boston, MA: The Merrymount 
Press, c.1920).   
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performance of her remarkable personal narrative.  The Vatichino housed the entirety of 

Gardner’s journey from amateur collector to museum professional.  Fenway Court 1908, 

Fenway Court 1916, and the Russet album showcased the result of those years of 

traveling and social networking, and they substantiated the evolution of her collection 

from its domestic origins into the public domain. 

 While the first three installation albums occupied the borderland between 

domestic and institutional life at Fenway Court, the Black albums were shelved in the 

Long Gallery, a space securely identified with the public life of the museum.644  The 

Long Gallery is situated on the third floor of Fenway Court and stretches from the front 

of the building to the point at which it meets the Chapel at the rear wall of the museum.  

The devotional nature of this space is underscored by the artwork Gardner chose for it, 

including Botticelli’s Madonna of the Eucharist and a large altarpiece by a contemporary 

of Giotto, and the fact that the Chapel is the site for an annual requiem mass in memory 

of Gardner.645  At the same time, the Long Gallery was designed as a depository for 

Gardner’s large collection of rare books and manuscripts, which were placed in the 

bookshelves and glass vitrines that line the hall.  Former chief curator Hilliard Goldfarb 

notes that Gardner was a book collector before she became a major patron of the arts and 

that she “amassed more than one thousand rare books and manuscripts—and catalogued 

them herself in a book she had privately printed in 1906.”646  The museum’s inventory 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
644 Shana McKenna, Archivist at the Isabella Stewart Gardner Museum, email to author, 30 July 2014. 
645 Gardner stipulated in her will that a “Memorial Service” was to be held in the Chapel each year on her 
birthday, the fourteenth of April.  See: Isabella Stewart Gardner, Will and Codicil, Section Four, Part 
Three, 17 January 1924, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
646 Hilliard Goldfarb, The Isabella Stewart Gardner Museum: A Companion Guide and History (New 
Haven, CT: Yale University Press, 1995), 130. 



!

!

292 

states that the Black Albums were placed on a bookshelf underneath a glass case holding 

manuscripts related to the poets John Keats and Percy Bysshe Shelley.647  Like these and 

her other rare books and manuscripts, the Black albums were not available for the 

public’s handling. If the Macknight Room was a space for personal remembrance during 

Gardner’s lifetime and the Vatichino its playfully named altar, worship within that space 

was secular, informal, and mostly private.  The environment within the Long Gallery and 

Chapel, however, is unambiguous in its spiritual aims.  Gardner’s decision to place these 

installation albums here—alongside her collection of precious books and manuscripts, 

including an illustrated copy of the Divine Comedy produced in 1481—consecrates the 

Black albums as objects foundational to the institution and mandates their veneration 

within the sacred space of the Long Gallery and Chapel.648 

 When considered alongside one another, the placement of the installation albums 

within Fenway Court reveal Gardner’s considerable efforts to fix these photographic 

catalogues within key archives in the museum.  As the above description makes clear, 

both the Vatichino and the Long Gallery held documents and objects that were critical to 

the history and formation of the museum.  Gardner’s integration of the installation 

albums within these sites made them inextricable from the work of the archives located 

within both galleries.  Her decision to file them within these sites underscores her 

intentions for their usage: the installation albums were to be consulted by future staff of 

the museum as they carried out the specifics of her last will and testament.  Today, these 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
647 Shana McKenna, Archivist at the Isabella Stewart Gardner Museum, email to author, 30 July 2014. 
648 Hilliard Goldfarb, The Isabella Stewart Gardner Museum: A Companion Guide and History (New 
Haven, CT: Yale University Press, 1995), 130. 
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albums have been relocated to the modern storage spaces of the museum’s archive, along 

with her travel albums, guest books, and other photographic materials pertinent to the 

museum’s history.649 

Album Audiences and Broader Circulation of the Marrs’ Photography 

 Gardner undoubtedly sought to photograph Fenway Court for insurance purposes, 

but she also understood that photographically documenting both the building and the 

objects within her collection would increase public attention to them, as these images 

could be circulated within the national press and to institutions around the globe.650  Like 

many others of her era, Gardner clipped and saved scores of newspaper articles and 

maintained a personal archive of stories about the development of Fenway Court.651  

These articles drew attention to the specifics of her museum’s architectural design, as 

well as its curatorial strategies, and created a public record of the institution’s 

fundamental character.  Rotogravure technology faithfully reproduced the Marrs’ 

photographs of the galleries and collection in the pictorial sections of major newspapers 

along the East Coast. “Art Treasures from the Gardner Collection…one of the largest and 

finest [collections] in America,” declared the front page of the “picture section” of The 

New York Times in April 1915, and “New Steps Toward Perfection in Mrs. Gardner’s 

Venetian Palace, Fenway Court” crowed a headline in the Boston Evening Transcript in 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
649 While the idea of an institutional archive began with Gardner’s photographic efforts, the Archives of the 
Isabella Stewart Gardner Museum were formally established in 1972 when the correspondence was 
removed from the glass cases in the Yellow Room, the Blue Room, and the Long Gallery.  Susan Sinclair 
was the first person to hold the title of “archivist” at the Gardner Museum in 1979. 
650 Anne Higonnet discusses the Gardner’s notoriety within the press and her cultivation of it in A Museum 
of One’s Own, 164-165. 
651 News clippings file maintained by Isabella Stewart Gardner, c.1890s-1920s, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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April 1916.652  Gardner knew that these and other stories would become part of public 

and private archives around the United States, and that the circulation of the Marrs’ 

images within them would ensure that the original details of the museum would be 

widely recognized and upheld if future trustees sought to alter them.  After 1924, the 

museum continued to receive numerous requests for images of the collection not only 

from the media, but from universities, art museums, and libraries around the United 

States.  With images of Fenway Court safely ensconced within the archives of the 

Bowdoin College Museum of Art, Bryn Mawr College, the Cleveland Art Museum, the 

Frick Art Reference Library, the Pennsylvania Museum of Art, the Toledo Museum of 

Art and many others, as well as the pages of the Encyclopedia Britannica, the work of the 

Gardner-Marr collaboration continued in the decades following her death.653 

 That Gardner chose to assemble many of the Marrs’ photographs of Fenway 

Court in albums reveals the breadth of her prescience in orchestrating photographic social 

media to preserve her legacy.  By commissioning the Marrs for the complete 

documentation of Fenway Court and its holdings, Gardner had continuous access to high-

quality images of the collection and installations that could then be distributed widely to 

museum trustees and other stakeholders. The scope of the Marrs’ project meant that she 

could customize albums for specific recipients and select photographs that would convey 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
652  News clippings file maintained by Isabella Stewart Gardner, c.1890s-1920s, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
653 Correspondence file of Morris Carter and Arthur Marr, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  These institutions requested single images of individual works within the 
collection. 
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the essentials of her curatorial strategies in ways that would appeal to these stakeholders 

personally. 

Letters to Gardner in the archives of her museum attest to recipients’ appreciation 

of the albums she crafted.  Museum trustee and Harvard art historian Arthur Pope 

expresses his delight to Gardner over one such gift: 

The book of photographs of Fenway Court was waiting for me when I got home 
last night, and I am simply crazy about it.  It’s perfectly splendid.  I am 
particularly delighted to have so many photographs showing the furniture in the 
different rooms, and so many of the smaller objects.  And the photographs show 
such a lot of the surpassing loveliness of arrangements due to your hand, and 
these after all are the supreme marks of genius in the whole. 
 
I can’t begin to thank you for the book or to tell you how much it means and 
suggests to me.  Many happy and precious memories are associated with it.  You 
may be sure it will be handed on in due time to one of the children as a perfect 
heirloom.654 

   
Pope’s affection for Gardner is more than evident throughout this letter and was sincere 

since their relationship transcended professional ties: Gardner was the godmother of all 

three of his children and named each of them as beneficiaries in her will.655  As a 

longstanding trustee of Gardner’s bequest—Pope served as an active member of the 

board from 1924 to 1966 and was an emeritus member until his death in 1974—his 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
654 Arthur Pope to Isabella Stewart Gardner, 17 February 1923, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.  Arthur Pope was a professor of fine arts at Harvard from 1905 to 1949; he also 
served as acting director of the Fogg Museum from 1918-1919 and as director of the Fogg, Germanic, and 
Semitic Museums from 1946-1948.  His papers are held in the Harvard Art Museum Archives, Cambridge, 
MA.  Among Pope’s many publications is a study of an iconic painting within the collection at the Gardner 
Museum, Titian’s ‘Rape of Europa’: A Study of the Composition and Mode of Representation in This and 
Related Paintings (Cambridge, MA: Harvard University Press, 1960).  
655 Gardner stipulates her bequest to Arthur Pope’s children as follows: “To my Godchildren, the three 
children of Professor Arthur Pope of Harvard College, five thousand dollars ($5000) each.”  Isabella 
Stewart Gardner, Will and Codicil, Section One, Part Seven, 17 January 1924, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.   
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admiration for the museum was undoubtedly equally authentic.656  Most importantly, 

Pope’s letter indicates that the installation albums were valued not only for their 

depictions of individual items within the collection (although those were to be admired) 

but for the “surpassing loveliness of the arrangements due to your hand.”657  In this way, 

Pope underscores the value of the Marrs’ photography in the preservation of Gardner’s 

vision and affirms his commitment to maintaining it.  A letter to Gardner from another 

Harvard professor, Chandler Rathfon Post, is equally adulatory and describes the 

installation album as a devotional object: 

The sumptuous book has arrived safely.  I don’t know how to thank you; but if I 
began to try to thank you for all the many things that you have done for me, I 
should have to call into service the double Elizabethan superlatives which the 
text-books now forbid us.  I have placed the book on a little shelf by itself in a 
kind of shrine devoted to you.658   
 

Distributing these installation albums amongst sympathetic members of the Harvard Fine 

Arts faculty was a calculated move on Gardner’s part.659  She understood that their 

bookshelves would be scrutinized by other members of the faculty, and that trophy 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
656 Harvard Art Museum Archives, “Pope, Arthur, 1880-1974. Papers, 1907-1979: A Guide,” “Biography,” 
http://oasis.lib.harvard.edu/oasis/deliver/~art00009 Accessed 31 January 2015. 
657 Arthur Pope to Isabella Stewart Gardner, 17 February 1923, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.   
658 Chandler Post to Isabella Stewart Gardner, 17 February 1923, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. Although this letter does not describe the book in question, the date is the same as 
the Pope letter, indicating that Gardner produced multiple albums in the period.  Post was Professor of Fine 
Arts at Harvard from 1934 to 1950 and specialized in Spanish painting.  For a biography of Post, see: 
Jacqueline Colliss Harvey, “Post, Chandler R.,” Grove Art Online, Oxford Art Online (Oxford University 
Press, accessed 2 February 2015) 
http://www.oxfordartonline.com.ezproxy.bu.edu/subscriber/article/grove/art/T068942. 
659 At the time of this writing, no other copies of the Black Albums or any other installation albums of 
Fenway Court have been located in other archives or collections.  It is possible that the series of 
photographs of Fenway Court now held in the Department of Prints and Photographs at the Boston Public 
Library once appeared in a photograph album and were subsequently attached to cardboard.  Albums were 
often disassembled as a matter of conservation in the first half of the twentieth century, so it is equally 
possible that other photographs of Fenway Court within institutional collections were originally arranged in 
the albums that she commissioned. 
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objects from major collectors like herself would be shared amongst visitors to their 

homes and offices as signs of those professors’ own celebrity.  In this way, the specifics 

of her installations would be publicized in circles that were empowered to protect them.  

The albums that Gardner bestowed to Pope, Post, and others therefore enacted reciprocal 

exchanges of cultural capital and further ensured the integrity of her institutional vision. 

Conclusion  

Morris Carter understood the importance of the Marr photographic archive, and in 

1925 he arranged for the museum to acquire both the negatives and the legal rights to all 

of the Marrs’ photographs of Fenway Court.660  Carter also initiated the transcription and 

inventory of the correspondence in the glass cases in 1924.  When the correspondence, 

memorabilia, and photograph albums were removed from the galleries in 1972, and the 

archives of the museum were formally established with the hiring of an official archivist 

in 1979, all of the materials related to the Marr photographic project were preserved 

within them as an “[invaluable] record of historic and legal value.”661  Today, these 

archives are open to the public for academic research and extend the mission of 

Gardner’s initial bequest “for the education and enjoyment of the public forever.” 

As a well-traveled woman of the Gilded Age who had seen her share of glossy 

albums in photographers’ studios and friends’ homes over the years, Gardner recognized 

that the social rituals inherent to any kind of photographic album—familial, travel, 

commemorative, or otherwise—made it an ideal conveyance for the circulation of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
660 Morris Carter to Arthur Marr, 25 April 1925, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA. 
661 Shana McKenna, Archivist at the Isabella Stewart Gardner Museum, email to author, 1 August 2014. 
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knowledge regarding her museum.  Photography allowed Gardner to codify and 

disseminate the specifics of her bequest in the way that mattered most to her: visually.  

Most importantly, Gardner used her power to distribute those material records within an 

extraordinary range of influential, cosmopolitan social networks. Through her 

collaboration with the Marrs, photographic album making became a recursive strategy 

that was critical to Gardner’s curatorial practices as well as a defense against those who 

might alter them in her absence.  In doing so, she recast the photographic album as 

something more than an inert catalog of the past: in her hands, it was a prospectus for the 

future. 
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Conclusion 

 No institution in existence for over a century remains unchanged, and the Isabella 

Stewart Gardner Museum has witnessed events both predictable and extraordinary in the 

course of its history.662  Yet throughout changes in administration, episodes of 

conservation, and a major institutional expansion, and despite the traumatic theft of as-

yet-unrecovered works within the collection, the essential character of the galleries of 

Fenway Court remains.663  Contemporary researchers with access to Gardner’s 

installation albums can spot her modifications between the initial design of 1908 and the 

expanded museum in 1916, but the same viewers would see negligible change between 

the Marr photographs from 1926 and the galleries as they presently appear.  The lens of 

the Marrs’ camera fixed a vision of the museum that has proven to be as immoveable as 

its founder, who used modern reproductive technologies to seal the unvarying future she 

willed for Fenway Court. 

As the previous chapters of this dissertation have noted, the photographic 

documents that Gardner collected over half a century and arranged within her many 

travel albums have enjoyed a resurgence of interest both within and beyond her museum 

in the past decade.  These studies have illuminated the importance of her albums of Asia 

and Italy in the formation of her collection and provided new grounds for my broader 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
662 On March 18, 1990, thieves gained entry to the museum and stole three paintings by Rembrandt van 
Rijn (Storm of the Sea of Galilee, A Lady and Gentleman in Black, and a self portrait from 1634), Johannes 
Vermeer’s The Concert, Govaert Flinck’s Landscape with an Obelisk, a Chinese vase known as a Ku, five 
works on paper by Edgar Degas, Edouard Manet’s Chez Tortoni, and the finial from the top of a flag pole. 
The museum is working with the Federal Bureau of Investigation in its ongoing investigation and has 
offered a five million dollar award for the recovery of these works.  It also maintains information regarding 
the theft on its website: http://www.gardnermuseum.org/resources/theft.   
663 For an in-depth account of the museum’s conservation and expansion in the twenty-first century, see 
Anne Hawley, Isabella Stewart Gardner Museum: Daring by Design (New York, NY: Skira, 2014). 



!

!

300 

examination of all of her photographic practices, from her acquisition of travel 

photography to her creation of snapshot photography to her sustained commissioning of 

professional architectural photography.  In turn, my study of her extensive photographic 

records reveals new areas for examination within the archives of the Isabella Stewart 

Gardner Museum, the galleries of Fenway Court, and in the photographic collections of 

cultural institutions around the world.   

The archives of the Isabella Stewart Gardner Museum contain a wealth of 

photographic materials that could yield significant further insights into the formation of 

her collection and her interactions with specific art agents in Europe and the United 

States.  As the fourth chapter of this project suggests, these agents and dealers worked in 

partnership with professional art photographers whose work was essential to their 

commercial practices and communication with clients like Gardner.  A comparative study 

of her dealer photograph file against similar holdings in the archives of American 

museums formed within the same period of time, such as the Frick Collection or the 

Huntington Library, would provide insight into the role of photography in transacting the 

purchase of major works of art at the turn of the twentieth century.  Such a study could 

illuminate the social and material histories of the commercial photographic firms that 

provided reproductions of works of art not only to agents, but also to publishers of 

textbooks, art librarians, museum curators, and academics as the field of art history—and 

its coequals in archeology and anthropology—solidified its professional practices. 

At the same time, analyzing the Gardner-Marr collaboration against archives of 

installation photography at larger institutions such as the Victoria and Albert Museum in 
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London—which holds a substantial collection of images produced by Isabel Cowper, the 

first woman to work as a professional museum photographer—would help to establish the 

role that photographers played in the administration and publicity of late nineteenth and 

early twentieth century museums.664  Like the Marrs, Cowper photographed both 

installations and individual works within the South Kensington Museum; in doing so, she 

created a pictorial record of the museum’s acquisitions and curatorial strategies from the 

late 1860s to the early 1890s.  While Cowper herself was behind the lens of the camera, 

Gardner directed the Marrs’ photography and used their photographs to author records of 

her museum’s curatorial history through the Russet and the Black albums.  In both cases, 

each woman’s photographic practices were integral to their labor and vital to the 

administrative functioning of their respective institutions.  A comparison of Cowper’s 

camera work to that of the Marrs’ for Gardner could therefore provide fresh insight into 

the ways in which women professionalized the field of photography through their 

activities in prominent cultural institutions in the late nineteenth and early twentieth 

centuries. 

Gardner’s photographic practices beyond her travel albums, guest books, and the 

installation albums mandate further research and analysis.  In particular, her storage and 

arrangement of photographic documents throughout the museum should be studied to 

understand her intentions for these artifacts and to interpret their role within her curatorial 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
664 Isabel Cowper worked as photographer to the Victoria and Albert Museum from 1868 to 1891.  My 
sincere thanks to Bronwen Colquhoun, Assistant Curator of Photographs at the V&A, for introducing me to 
Cowper’s work.  The museum provides a short biography and description of Cowper’s work on their 
website, accessed 1 March 2015: http://www.vam.ac.uk/blog/factory-presents/international-womens-day-
historic-women-va. 
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agenda for Fenway Court.  As the previous chapters have revealed, Gardner shelved her 

photograph albums in the Vatichino within the Macknight Room and in the closed 

bookshelves of the Long Gallery; she also placed photographic portraits of her friends 

and acquaintances in the glass correspondence cases in the Blue and Yellow Rooms and 

the Long Gallery.  Yet Gardner also hung a number of personal photographs along the 

walls of the Vatichino and put sixteen photographs of the American West and Mexico by 

William Henry Jackson in the rear stair hall of Fenway Court.665  These photographs have 

since been removed from their respective locations—the Vatichino was disassembled and 

archived in the late 1960s and early 1970s, and the museum donated the Jackson 

photographs to the Prints and Photographs Department of the Boston Public Library in 

1973—and further research is needed to reconstruct their installation in Gardner’s 

lifetime.666  In 2014, the museum committed itself to new research of its “hidden 

collections” within the archives and the galleries to expand public access to and 

knowledge of the original holdings in the correspondence cases as well as other sites 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
665 The museum’s “Inventory and Notes,” a multivolume record of the museum’s collections held in the 
Archives of the Isabella Stewart Gardner Museum, provides an overview of these holdings and their 
placement within each space, but the reconstruction of these sites will require further research.  William 
Henry Jackson was a landscape photographer who worked for the Union Pacific Railroad in 1869 and 
subsequently for the Hayden Geological Survey of 1871.  For further reading regarding the photography of 
the American West, see: Martha Sandweiss, Print the Legend: Photography and the American West (New 
Haven, CT: Yale University Press, 2004); Robin Kelsey, Archive Style: Photographs and Illustrations for 
U.S. Surveys, 1850-1890 (Berkeley, CA: University of California Press, 2007). 
666 Shana McKenna, Archivist at the Isabella Stewart Gardner Museum, states that the Annual Report of the 
Isabella Stewart Gardner Museum of 1972 reveals that the Vatichino was turned into a coat room in 1972.  
Email from Shana McKenna to author, 31 July 2014.  The archives of the Isabella Stewart Gardner 
Museum hold three photographs by the Marrs of the rear stair hall at Fenway Court that show glimpses of 
the W.H. Jackson photographs framed and hung along the walls near the windows on the stairs.  With help 
from Aaron Schmidt, Photographic Archivist in the Prints and Photographs Department at the Boston 
Public Library, I located the sixteen photographs that were de-accessioned from the Gardner Museum in 
1973.  The faded quality of these photographs makes it clear that they hung in the locations documented in 
the Marr installation photographs and were damaged by the sunlight that flooded the hall. 
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within the museum.  This campaign includes a new digital initiative to reimagine spaces 

like the Vatichino and to provide greater virtual access to Gardner’s albums, 

correspondence, and other materials. 

Among the most significant of these hidden collections are the photographic 

materials generated by Gardner herself.  The fifty-seven snapshots that she created 

between 1900 and 1901 to document the construction of Fenway Court constitute an 

invaluable trove for future research.667  These photographs reveal Gardner’s ongoing 

surveillance of the construction process and prefigure her engagement of the Marrs for 

the professional documentation of her completed museum.  At the same time, they 

demonstrate the wit and humor of her assemblages within the guest books and document 

her hands-on approach to the building of her museum.  Finally, they illuminate the ways 

in which her collection and arrangement of architectural photography in her travel albums 

of Egypt and England influenced her own camera work.  When taken together, these 

snapshots show how Gardner’s photographic practices transcended the page of the album 

and were involved in the staging of Fenway Court. 

 Gardner’s snapshots of the construction of Fenway Court reveal that she was 

present from the earliest stages of building the museum.  Five photographs show the 

Italian workmen whom she hired for the construction process placing the marble columns 

of the first floor cloisters around the area that would become the courtyard of the museum 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
667 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  This collection is still being catalogued and the numbers cited in 
this manuscript should be qualified as working figures.  Karen Haas has written a history of Fenway 
Court’s construction that is housed in the archives of the Isabella Stewart Gardner Museum; see Karen 
Haas, “Isabella Stewart Gardner, Willard T. Sears, and the Building of Fenway Court” (1989), Archives of 
the Isabella Stewart Gardner Museum, Boston, MA.  See also: Willard Sears, “Construction Diary,” 
c.1900-1901, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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(Figure C.1).668  Nine other photographs depict the workers as they move the marble lions 

to the main entrance of the future courtyard (Figures C.2, C.3).669  Yet some of the most 

remarkable photographs demonstrate that Gardner climbed the ladders and scaffolding on 

the site to view the progress of the construction from above (Figures C.4, C.5, C.6).670  

The latter series of seventeen snapshots underscores her use of the camera as a device for 

the exercise of her authority: from her perch within the scaffolding, she trained her lens 

upon the skilled tradesmen who were her laborers to remind them of her constant 

scrutiny. 

 Gardner’s camera work also provides a fascinating view into the gender dynamics 

on site and her stealth methods of claiming authority in a male-dominated field.  Gardner 

took at least four snapshots of Willard T. Sears, the architect of Fenway Court, yet Sears 

never looks into the lens of her camera in these photographs (Figures C.7, C.8).671  His 

lack of acknowledgement suggests that he was caught unawares—or at least reluctantly—

as the subject of Gardner’s surveillance.  In two snapshots, it would appear that Gardner 

peeped out from underneath a section of scaffolding and captured the cigar-chomping 

architect as he himself watched the progress of the construction.  Her voyeurism of Sears 

reveals the complexity of their arrangement, in which a strong-willed female client relied 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
668 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.  Morris Carter describes Gardner’s construction crew and labor 
relations.  See Carter, Isabella Stewart Gardner and Fenway Court, 182-189. 
669 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
670 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
671 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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upon a male professional to execute her wishes.672  Gardner effectively recovered a 

position of power through her furtive photographic practices, which would demonstrate 

her constant attention to the particulars of the building’s erection while also maintaining 

the close supervision of her professional male staff. 

 At the same time, these snapshots of the construction process show moments of 

levity and her subjects’ good-natured responses to her insistent shutterbug ways.  A 

gleeful Sears is caught grinning mid-stride along some planks in the courtyard as he 

approaches a colleague holding the plans for the building (C.9).673  The impromptu nature 

of this image recalls the movement and spontaneity of Gardner’s guest book snapshots, 

and visually associates the activities on the site of the future garden of her museum to her 

social events at Green Hill.  Another shot of a workman adjusting a column shows that he 

wears a tall paper hat not unlike a mitre upon his head, its crown slightly crumpled and 

the tradesman’s face barely suppressing a smile (C.10).674  While the significance of the 

hat is unclear, the implications of silliness in the image are undeniable.  Like her guest 

books, the snapshots of the construction of Fenway Court demonstrate a social flexibility 

that is not always evident in her official biographies. 

 The monumental spaces of her unfolding museum clearly moved Gardner and she 

framed her view of them to convey their cultural power.  Though there is no evidence to 

suggest that she meant a direct allusion to the Temple of Dendera in one particular shot of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
672 Douglas Shand-Tucci discusses the tensions of their arrangement in The Art of the Scandal, 205-209. 
673 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
674 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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the bricks as they were being laid into the walls surrounding Fenway Court, the 

similarities between the composition of Beato’s photograph and her own are worth 

considering.  Both photographers place the camera at the edge of a rocky foreground so 

that the top edge of the building appears to meet the sky (Figure C.11, C.12).675  Although 

the scraggly scaffolding of Fenway Court is no match for the majestic portico of the 

temple, both photographs convey a sense of discovery to the viewer, who peeps over the 

rocks or bricks to glimpse these wonders along the horizon line.  At the same time, her 

snapshot of the half-finished arcade along one side of the courtyard recalls a photograph 

from her album assemblages of Canterbury, in which the weathered trefoil windows of 

the cathedral evoked the cycles of history endemic to the site (Figure C.13, C.14).676  Her 

snapshot of the evolving cloisters at Fenway Court reveals the influence of architectural 

photography—from Egypt, England, and elsewhere—upon her subconscious design 

strategies, and perhaps betrays her hopes for the significance and endurance of her own 

building project. 

 Isabella Stewart Gardner’s legacy is almost invariably linked to her collection of 

medieval and Renaissance objects and defined by her efforts to preserve the museum as it 

was in 1924.  It has become cliché to refer to her museum as a time capsule and to 

associate her bequest with a material conservatism befitting of her autocratic public 

profile.  Yet Gardner’s photographic practices complicate these tidy assumptions about 

her taste, priorities, and methodologies in assembling her culminating civic 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
675 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
676 Isabella Stewart Gardner, “Construction Photographs” collection, c.1900-1901, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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accomplishment, and they reveal an entirely new way to view the construction of a 

museum that is all too often associated with the distant past.  The chambers of Fenway 

Court were envisioned over fifty years of her engagement with photography.  Her 

photographic albums reveal that the camera was essential to her cultural contributions 

and that modern reproductive technologies facilitated the success of her project.  By 

rooting her professional practices in the innovations of the twentieth century, her 

photographic archives and albums open an entirely new territory for the interpretation of 

her legacy. 
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Figure 1.1  Isabella Stewart Gardner, “Egypt Diary,” 1874-1875, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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Figure 1.2  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.3  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.4  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.5  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.6  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.7  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.8  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.9  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.10  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.11  Isabella Stewart Gardner, “Autograph Album,” 1850s, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.12  Isabella Stewart Gardner, “Northern Europe, Russia, Poland (1867), United 
States (1881), Cuba (1886),” Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 1.13  Isabella Stewart Gardner, “Northern Europe, Russia, Poland (1867), United 
States (1881), Cuba (1886),” Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 1.14  Isabella Stewart Gardner, “Northern Europe, Russia, Poland (1867), United 
States (1881), Cuba (1886),” Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 1.15  Isabella Stewart Gardner’s personal copy of John Murray, Handbook for 
Travellers in Egypt (London, UK: John Murray, Albemarle Street, 1873) , Archives of 
the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.16  David Roberts, RA, “The Great Sphinx, Pyramids of Gizeh,” 1839, accessed 
13 February 2015.
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Figure 1.17  Francis Frith, “Window Screen,” in Isabella Stewart Gardner, “Egypt 
Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.18  Henry Adams, photograph of the interior of the Dahabeah “Isis,” c.1873-
1874, the Massachusetts Historical Society, Boston, MA.
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Figure 1.19  John Lowell Gardner Jr., floor plan for the dahabeah “Ibis,” c.1874, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.20  Isabella Stewart Gardner, annotation in Murray’s Guide, “Guide took us to 
one he called no. 14 but we couldn't find pigs,” c.1874-1875, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.
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Figure 1.21  Isabella Stewart Gardner, “Rameseum” in “Egypt Diary,” 1874-
1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.22  Isabella Stewart Gardner, “Hieroglyphs,” loose ephemera associated with the 
“Egypt Diary,” c.1874-5, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 1.23  Isabella Stewart Gardner, “This is drawn very badly,” sketchbook of pencil 
drawings, instructional cards, 1853, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA.



!

!

331 

 
Figure 1.24  Isabella Stewart Gardner, “Nile River” in “Egypt Diary,” 1874-1875, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.25  Isabella Stewart Gardner, “Palm tree” in “Egypt Diary,” 1874-1875, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.26  Isabella Stewart Gardner, “Nile River to Esuch” in “Egypt Diary,” 
1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.27  Isabella Stewart Gardner, “Avenue of the Sphynxes, Karnak” in 
“Egypt Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 1.28  Isabella Stewart Gardner, “Courtyard” in “Egypt Diary,” 1874-1875, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 1.29  Unknown photographer, ethnographic portrait, in Isabella Stewart 
Gardner, “Egypt Diary,” 1874-1875, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 1.30  Pascal Sebah, “Pyramides Reflétés Dans L’Eau,” in Isabella Stewart 
Gardner, “Egypt Diary,” 1874-1875, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 1.31  Antonio Beato, “Philae,” in Isabella Stewart Gardner, “Egypt Diary,” 1874-
1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.32  Antonio Beato, “Photographic albums of Egypt; Philae” c.1865-1900, 
Special Collections of the Fine Arts Library, Harvard University, Cambridge, MA. 
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Figure 1.33  Antonio Beato, “Photographic albums of Egypt; Karnak” c.1865-1900, 
Special Collections of the Fine Arts Library, Harvard University, Cambridge, MA. 
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Figure 1.34  Antonio Beaton, “Karnak Obelisk” in Isabella Stewart Gardner, “Egypt 
Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.35  Antonio Beato, “Temple of Denderah” in Isabella Stewart Gardner, “Egypt 
Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.36  Antonio Beato, “Photographic albums of Egypt: Temple of Denderah” 
c.1865-1900, Special Collections of the Fine Arts Library, Harvard University, 
Cambridge, MA. 
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Figure 1.37  Antonio Beato, “Sanctuary of the Temple of Edfou,” in Isabella Stewart 
Gardner, “Egypt Diary,” Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.38  Antonio Beato, “Photographic albums of Egypt: Karnak” c.1865-1900, 
Special Collections of the Fine Arts Library, Harvard University, Cambridge, MA. 
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Figure 1.39  Francis Frith, “Esneh” in Isabella Stewart Gardner, “Egypt Diary,” 
1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 1.40   Sean Dungan, View of the Macknight Room from the Vatichino, Isabella 
Stewart Gardner Museum, Boston, MA. 
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Figure 1.41   Egyptian souvenirs from the desk of Isabella Stewart Gardner in the 
Macknight Room, Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 2.1  News clipping, “Unseasonable Seasoning” from Punch, or the London 
Charivari, in Isabella Stewart Gardner, “Albums of England and France,” Volume 1, 
1879, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 2.2  John Ruskin, “The Casa Loredan, Venice,” 1850, Short Gallery, The Isabella 
Stewart Gardner Museum, Boston, MA.
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Figure 2.3  Annotated map from Isabella Stewart Gardner’s personal copy of the 
guidebook Alphabetical Handbook of England and Wales (London, MA: John Murray 
and Company, 1878), Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 2.4  Example of Frith & Company’s blind stamp on a photograph of Salisbury 
Cathedral, in Isabella Stewart Gardner, “Albums of England and France,” Volume 2, 
1879, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 2.5  Example of Francis G. O. Stuart’s signature upon photographic negative 
(bottom left) in Isabella Stewart Gardner, “Albums of England and France,” Volume 1, 
1879, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 2.6  Examples of George W. Wilson’s signature on photographic negative in 
Isabella Stewart Gardner, “Albums of England and France,” Volume 1, 1879, Archives of 
the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 2.7  “Choristers at Salisbury” in Isabella Stewart Gardner, “Albums of England 
and France,” Volume 2, 1879, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 2.8  “Westminster Abbey” in Isabella Stewart Gardner, “Albums of England and 
France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA. 
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Figure 2.9  “Ely Cathedral” in Isabella Stewart Gardner, “Albums of England and 
France,” Volume 2, 1879, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 2.10  “West Gate—Canterbury” in Isabella Stewart Gardner, “Albums of England 
and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA.
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Figure 2.11  “Christchurch Gate” in Isabella Stewart Gardner, “Albums of England and 
France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 2.12  Elevated view of Canterbury Cathedral in Isabella Stewart Gardner, 
“Albums of England and France,” Volume 1, 1879, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.
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Figure 2.13  Exterior views of Canterbury Cathedral in Isabella Stewart Gardner, 
“Albums of England and France,” Volume 1, 1879, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 2.14  Exterior and interior views of Canterbury Cathedral in Isabella Stewart 
Gardner, “Albums of England and France,” Volume 1, 1879, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA.



!

!

363 

 
Figure 2.15  “The Glorious Choir of Conrad” in Isabella Stewart Gardner, “Albums of 
England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.16  “Transept of the Martyrdom of Becket” in Isabella Stewart Gardner, 
“Albums of England and France,” Volume 1, 1879, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.
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Figure 2.17  Thomas E. Marr and Son, “Courtyard,” 1902, Archives of the Isabella 
Stewart Gardner Museum, Boston, MA. 
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Figure 2.18  “Chester Cathedral” and cowslips in Isabella Stewart Gardner, “Albums of 
England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.19  “Covent Garden” and ragwort in Isabella Stewart Gardner, “Albums of 
England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.20  “Abbey of St. Albans” and buttercups in Isabella Stewart Gardner, “Albums 
of England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.21  “Arundel Castle” and tulip tree leaves in Isabella Stewart Gardner, “Albums 
of England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.22  “Ely Cathedral” and box tree cuttings in Isabella Stewart Gardner, “Albums 
of England and France,” Volume 2, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.23  Sean Dungan, View of the Raphael Room at the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.24  Sean Dungan, View of the Dutch Room at the Isabella Stewart Gardner 
Museum in Boston, MA.
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Figure 2.25  “Arms of Cities & Towns in England,” lithographed heraldry, Marcus Ward 
& Company, c.1879, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 2.26  Sarah Wyman Whitman, “Corporate Seal of the Isabella Stewart Gardner 
Museum: C’est Mon Plaisir,” c.1900, sandstone seal for the entrance to the Isabella 
Stewart Gardner Museum, Boston, MA.
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Figure 2.27  “Kensington Palace” in Isabella Stewart Gardner, “Albums of England and 
France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 2.28  “Coldstream Guard and a Hussar” in Isabella Stewart Gardner, “Albums of 
England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.29  “In Memoriam Prince Louis Napoleon” in Isabella Stewart Gardner, 
“Albums of England and France,” Volume 1, 1879, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.
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Figure 2.30  “People’s Entertainment Society” in Isabella Stewart Gardner, “Albums of 
England and France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.31  “Grosvenor Gallery” in Isabella Stewart Gardner, “Albums of England and 
France,” Volume 1, 1879, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 2.32  Sean Dungan, View of the Yellow Room at the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 2.33  Dante Gabriel Rossetti, “Love’s Greeting,” oil on wood, c.1860s, the Yellow 
Room, Isabella Stewart Gardner Museum, Boston, MA.
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Figure 2.34  James McNeill Whistler, “The Little Note in Yellow and Gold,” chalk and 
pastel on brown paper, 1886, Veronese Room, Isabella Stewart Gardner Museum, 
Boston, MA.
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Figure 2.35  James McNeill Whistler, “Lapis Lazuli,” chalk and pastel on brown paper, 
c.1885-1886, Veronese Room, Isabella Stewart Gardner Museum, Boston, MA.
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Figure 2.36  William Morris, The Poems of John Keats (Kelmscott Press, 1894), Isabella 
Stewart Gardner Museum, Boston, MA.
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Figure 2.37  Photographer unknown, “Isabella Stewart Gardner at her writing desk at 
Beach Hill, Beverly Farms, Massachusetts,” c.1884, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA.
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Figure 2.38  William Morris & Company, “Trellis” wallpaper, 1864, Victoria & Albert 
Museum, London, UK.



!

!

387 

 
Figure 2.39  Elmer Chickering, Installation photograph of the Society for Arts and Crafts 
Boston’s 1899 exhibition, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA.
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Figure 2.40  Isabella Stewart Gardner et al, “Guest book” volume IX, c.1907, page spread 
30, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.1  Isabella Stewart Gardner, et al, “Guest Book” Volume I, 1893, Archives of 
the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.2  Isabella Stewart Gardner, et al, “Guest Book” Volume V, c.1900, page 29, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.3  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c.1893, page 39, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.4  Isabella Stewart Gardner, et al, “Guest Book” Volume VI, c.1902, page 42, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.5  Artelia Bell et al, “Guests,” c.1903-1917, Houghton Library, Harvard 
University, Cambridge, MA.
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Figure 3.6  Isabella Stewart Gardner, et al, “Guest Book” Volume II, c.1894, page 1, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.7  Isabella Stewart Gardner, et al, “Guest Book” Volume V, c.1899, front cover, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.8  Isabella Stewart Gardner, et al, “Guest Book” Volume V, c.1899, page 1, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.9  Isabella Stewart Gardner, et al, “Guest Book” Volume II, c.1894, verso front 
flyleaf, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.10  Isabella Stewart Gardner, et al, “Guest Book” Volume VIII, c.1904, page 1, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.11  Isabella Stewart Gardner, et al, “Guest Book” Volume VI, c.1902, page 60, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.12  Isabella Stewart Gardner, et al, “Guest Book” Volume VI, c.1902, page 40, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.13  Isabella Stewart Gardner, et al, “Guest Book” Volume VII, c.1903, inside 
back cover, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.14  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c.1893, inside front 
cover, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.15  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c.1893, version 
front flyleaf, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.16  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c.1893, page 1, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.17  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c.1893, page 5, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.18  Isabella Stewart Gardner, et al, “Guest Book” Volume 1, c.1893, page 17, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.19  Isabella Stewart Gardner, et al, “Guest Book” Volume III, c.1896, page 32, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.20  Isabella Stewart Gardner, et al, “Guest Book” Volume III, c.1896, page 34, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.21  Isabella Stewart Gardner, et al, “Guest Book” Volume IV, c.1898, page 11, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.22  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c.1893, page 2, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
 



!

!

411 

 
Figure 3.23  Isabella Stewart Gardner, et al, “Guest Book” Volume III, c.1896, page 29, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.24  Isabella Stewart Gardner, et al, “Guest Book” Volume IV, c.1898, page 33, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.25  Isabella Stewart Gardner, et al, “Guest Book” Volume V, c. 1900, page 20, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.26  Isabella Stewart Gardner, et al, “Guest Book” Volume XIV, c.1915, page 1, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.27  Isabella Stewart Gardner, et al, “Guest Book” Volume VII, c. 1902, page 35, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figures 3.28-3.29 Adolph de Meyer, portraits of Isabella Stewart Gardner, c.1906, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.30  Isabella Stewart Gardner, et al, “Guest Book” Volume I, c. 1893, inside back 
cover, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.31  Sketch by Anders Zorn, Isabella Stewart Gardner, et al, “Guest Book” 
Volume II, c. 1894, recto front flyleaf, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA.
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Figure 3.32  Isabella Stewart Gardner, et al, “Guest Book” Volume II, c. 1893, page 1, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.33  Isabella Stewart Gardner, et al, “Guest Book” Volume II, c. 1894, page 6, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.34  Isabella Stewart Gardner, et al, “Guest Book” Volume IV, c. 1897, page 2, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.35  Isabella Stewart Gardner, et al, “Guest Book” Volume III, c. 1897, page 52, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.36  Isabella Stewart Gardner, et al, “Guest Book” Volume III, c. 1897, page 57, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.37  Isabella Stewart Gardner, et al, “Guest Book” Volume IX, c. 1908, page 24, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.38  Isabella Stewart Gardner, et al, “Guest Book” Volume VI, c.1900, page 12, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.39  Isabella Stewart Gardner, et al, “Guest Book” Volume VI, c.1900, page 55, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
 



!

!

427 

 
Figure 3.40  Isabella Stewart Gardner, et al, “Guest Book” Volume IX, c. 1908, page 21, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.



!

!

428 

 
Figure 3.41  Isabella Stewart Gardner, et al, “Guest Book” Volume XII, c. 1912, page 9, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 3.42  Isabella Stewart Gardner, et al, “Guest Book” Volume XIV, c. 1916, page 
43, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.43: Isabella Stewart Gardner, et al, “Guest Book” Volume V, c. 1899, page 7, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 3.44  Isabella Stewart Gardner, et al, “Guest Book” Volume IX, c. 1909, page 55, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figures 3.45-3.46  Joseph Brenton Pratt, installation photographs, “Musicians Case,” 
Yellow Room, c.1972, and “Whistler and Sargent Case,” Long Gallery, c.1941, Isabella 
Stewart Gardner Museum, Boston, MA. 
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Figure 4.1  Photographer unknown, “Photograph of ‘The Death and the Assumption of 
the Virgin’ by Fra Angelico,” Isabella Stewart Gardner, “Catalogue MCM,” photographic 
album, c.1900, Archives of the Isabella Stewart Gardner Museum, Boston, MA.
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Figure 4.2  Author photograph of Thomas E. Marr and Son, photographic print, 
“Dreamwold (home of Thomas W. Lawson),” c.1903, Boston Herald and Traveler 
Archive, Prints and Photographs Department, Boston Public Library, Boston, MA. 
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Figure 4.3  Thomas E. Marr, “Mark Twain and his Porcelain Cat” in “Three Famous 
Authors Outdoors,” The Ladies’ Home Journal, November 1903. 
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Figure 4.4  Thomas E. Marr, “Interior of the Mary Baker Eddy home in Boston, Mass., 
showing one of Mrs. Eddy’s rooms, possibly a study,” c.1903, Prints and Photographs 
Online Catalogue, the Library of Congress, Washington, DC. 
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Figure 4.5  Thomas E. Marr, “Classical Sculpture Gallery, Museum of Fine Arts, Boston 
(Copley Square location),” c.1902, Archives of the Museum of Fine Arts, Boston, MA. 
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Figure 4.6  Thomas E. Marr, “Monet Exhibit, ca.1900” in Copley Society Records (1879-
1981), the Smithsonian Archives of American Art, Washington, DC.
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Figure 4.7  Thomas E. Marr, “Whistler Memorial Exhibition, 1904,” in Copley Society 
Records (1879-1981), the Smithsonian Archives of American Art, Washington, DC. 
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Figure 4.8  Thomas E. Marr, “Borghese Chairs,” Isabella Stewart Gardner, “MCM” 
photographic album, c.1900, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA. 
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Figure 4.9  Thomas E. Marr, “Portrait of Mrs. Moody,” Isabella Stewart Gardner, 
“MCM” photographic album, c.1900, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.10  Thomas E. Marr and Isabella Stewart Gardner, “152 Beacon Street” in 
“Russet Album,” photographic album, c.1919, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA.
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Figure 4.11  Isabella Stewart Gardner, snapshot photograph of the firm of Thomas E. 
Marr and Son at work in the garden outside Fenway Court, c.1902, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 4.12  Isabella Stewart Gardner, snapshot photograph of the firm of Thomas E. 
Marr and Son at work in the garden outside Fenway Court, c.1902, Archives of the 
Isabella Stewart Gardner Museum, Boston, MA.
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Figure 4.13  Thomas E. Marr and Isabella Stewart Gardner, “Court from Raphael Room” 
in “Black Album 1,” photographic album, c.1900, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.14  Thomas E. Marr and Isabella Stewart Gardner, front cover of “Fenway Court 
1908,” photographic album, c.1908, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.15  Thomas E. Marr and Isabella Stewart Gardner, “Exterior Fenway Court” in 
“Fenway Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.16  Thomas E. Marr and Isabella Stewart Gardner, “Courtyard” in “Fenway 
Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.17  Thomas E. Marr and Isabella Stewart Gardner, “Dutch Room” in “Fenway 
Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.18  Thomas E. Marr and Isabella Stewart Gardner, “Raphael Room” in “Fenway 
Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.19  Thomas E. Marr and Isabella Stewart Gardner, “Veronese Room” in 
“Fenway Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.20  Thomas E. Marr and Isabella Stewart Gardner, photograph of “Benvenuto 
Cellini’s bronze bust of Bindo Altoviti” in “Fenway Court 1908,” photographic album, 
c.1908, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure 4.21  Thomas E. Marr and Isabella Stewart Gardner, “Gothic Room” in “Fenway 
Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.22  Thomas E. Marr and Isabella Stewart Gardner, “Odysseus in Court” in 
“Fenway Court 1908,” photographic album, c.1908, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.23  Thomas E. Marr and Isabella Stewart Gardner, “Music Room” in “Fenway 
Court 1916,” photographic album, c.1916, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.24  Thomas E. Marr and Isabella Stewart Gardner, “Spanish Cloister” in 
“Fenway Court 1916,” photographic album, c.1916, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.25  Thomas E. Marr and Isabella Stewart Gardner, “Spanish Cloister 2” in 
“Fenway Court 1916,” photographic album, c.1916, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.26  Thomas E. Marr and Isabella Stewart Gardner, “El Jaleo” in “Fenway Court 
1916,” photographic album, c.1916, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.27  Thomas E. Marr and Isabella Stewart Gardner, “Raphael Room” in “Fenway 
Court 1916,” photographic album, c.1916, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.28  Thomas E. Marr and Isabella Stewart Gardner, “Tapestry Room” in 
“Fenway Court 1916,” photographic album, c.1916, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.29  Thomas E. Marr and Isabella Stewart Gardner, “Chapel” in “Fenway Court 
1916,” photographic album, c.1916, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.30  Thomas E. Marr and Isabella Stewart Gardner, “Entrance to Fenway Court” 
in “Russet Album,” photographic album, c.1919, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.31  Thomas E. Marr and Isabella Stewart Gardner, “Blue Room” in “Russet 
Album,” photographic album, c.1919, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.32  Thomas E. Marr and Isabella Stewart Gardner, “Chinese Room” in “Russet 
Album,” photographic album, c.1919, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.33  Thomas E. Marr and Isabella Stewart Gardner, “Short Gallery” in “Russet 
Album,” photographic album, c.1919, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.34  Thomas E. Marr and Isabella Stewart Gardner, “Cover to Black Album 2,” 
photographic album, c.1919, Archives of the Isabella Stewart Gardner Museum, Boston, 
MA. 
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Figure 4.35  Thomas E. Marr and Isabella Stewart Gardner, “Court,” in “Black Album 
1,” photographic album, c.1919, Archives of the Isabella Stewart Gardner Museum, 
Boston, MA. 
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Figure 4.36  Thomas E. Marr and Isabella Stewart Gardner, “Court from Raphael Room,” 
in “Black Album 1,” photographic album, c.1919, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure 4.37  Thomas E. Marr and Isabella Stewart Gardner, “Veronese Room” in “Black 
Album 1,” photographic album, c.1919, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.38  Thomas E. Marr and Isabella Stewart Gardner, “Long Gallery,” in “Black 
Album 2,” photographic album, c.1919, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.39  Thomas E. Marr and Isabella Stewart Gardner, “Spanish Cloister,” in “Black 
Album 2,” photographic album, c.1919, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure 4.40  Thomas E. Marr and Isabella Stewart Gardner, “6th century Votive Stele,” in 
“Black Album 2,” photographic album, c.1919, Archives of the Isabella Stewart Gardner 
Museum, Boston, MA. 
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Figure C.1  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.2  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.3  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.4  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.5  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.6  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.7  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.8  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
 



!

!

481 

 
Figure C.9  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, Archives 
of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.10  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.11  Antonio Beato, “Temple of Denderah” in Isabella Stewart Gardner, “Egypt 
Diary,” 1874-1875, Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.12  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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Figure C.13  Exterior views of Canterbury Cathedral in Isabella Stewart Gardner, 
“Albums of England and France,” Volume 1, 1879, Archives of the Isabella Stewart 
Gardner Museum, Boston, MA. 
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Figure C.14  Isabella Stewart Gardner, “Construction Photograph,” c.1900-1901, 
Archives of the Isabella Stewart Gardner Museum, Boston, MA. 
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