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A Fresh Vision: Landscape Painting in Belgium after Romanticism; The School of Tervuren in an International Context

An exceptional gift from Charles Hack and the Hearn Family Trust establishes the McMullen Museum as home to the leading collection of 
nineteenth-century Belgian landscape painting in North America. These paintings reflect one aspect of Charles Hack’s wide-ranging passion 
for Belgian art. Over the past five decades, he has assembled the pre-eminent collection of Belgian painting, sculpture, and works on paper 
outside Europe. In recognition of his efforts to preserve and promote this artistic legacy, the Kingdom of Belgium named him Chevalier de 
l’Ordre de la Couronne in 2024.

The exhibition demonstrates how painters from the School of Tervuren, including Theodore Fourmois, Hippolyte Boulenger, 
Joseph-Théodore Coosemans, and Théodore T’Scharner, were influenced by the French Barbizon painters to blend Romantic sensibility with 
realist technique, capturing the nuances of light, weather, and terrain in a modern, expressive style. Painting outdoors—enabled by the 
recent invention of paint tubes, and motivated by Romantic poetry and new scientific concepts of nature—they brought a fresh immediacy 
to landscape painting.

Though loosely defined, the School of Tervuren represents a vital chapter in the international evolution of modern landscape. Like their 
contemporaries in Barbizon and Giverny in France, Skagen in Denmark, and the Hudson River Valley of New York, these artists believed in 
portraying nature as they saw and felt it, in the moment. This exhibition places Belgian landscape painting in dialogue with wider European 
and American movements, inviting visitors to experience the power of place—and of painting—as a quiet yet radical form of resistance and 
renewal. Comparisons with selected works by Barbizon artists such as Charles-François Daubigny, and artists associated with the Hudson 
River School, like Albert Bierstadt and John Frederick Kensett, introduce international parallels.

Organized by the McMullen Museum, A Fresh Vision has been curated by Jeffery Howe. Major support has been provided by Boston College 
and the Patrons of the McMullen Museum.



Vignette from L’Artiste, Revue des Arts et de la Littérature (Brussels) 1, no. 41 (June 8, 1834)



Christopher Pearse Cranch, “Standing on the Bare Ground...I Become a Transparent Eyeball,” 1837–39
Pen and brown ink on paper, Metropolitan Museum of Art, New York



Armand Cassagne, Traité Pratique de Perspective ([1866] Paris, 1889), 18



Claude Lorrain glass, 1856 

Claude Lorrain mirror, 1850 



William Trost Richards (1833 Philadelphia–
Newport 1905)

Coastal View, n.d.

Pencil and gouache on paper

McMullen Museum of Art, Boston College
In Memory of Theodore R. Conant

Richards was an exemplar of the new direct approach to

nature, traveling widely but always returning to his local

sites in New England.

The artist's son Theodore described his father's intense

concentration while trying to sketch breaking waves: "He

stood for hours in the early days of Atlantic City or Cape

May, with folded arms, studying the motion of the sea,-

until people thought him insane. After days of gazing,
he made pencil notes of the action of the water. He even

stood for hours in a bathing suit among the waves, trying

to analyse the motion."

As he stood near the breaking surf, Richards kept boards

for his oil sketches and painting materials at the ready in a

cigar box. To study waves, he also consulted photographs

that he describes in several letters. By 1891 he even photo-

graphed waves with his own camera.



Cigar box with tubes of paint

belonging to William Trost Richards
William Vareika Fine Arts, Newport

The invention of flexible metallic tubes for paints by the

American artist John Goffe Rand in 1840 made it much

easier for artists to sketch in oils outdoors. Patented by
the London firm Winsor and Newton, paint tubes were

enthusiastically adopted by artists who wanted to paint en

plein air.

The French painter Pierre-Auguste Renoir (1841-1919)

asserted: "Without paint in tubes there would have

been...nothing of what the journalists were later to call

Impressionists."
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Barbizon School 

Rejecting the centralizing tendencies of nineteenth-century urbanism, many European and American artists began turning their attention to 
local terrain as a statement of independence. Less constrained by academic principles, they felt greater freedom to be innovative by 
painting landscapes. 

One of the key movements of French painting in the mid-nineteenth century was the Barbizon School, named for a village near the Forest of 
Fontainebleau south of Paris, where many of the artists worked en plein air. They shunned the idealized landscapes endorsed by the 
conservative French Academy. Building on a Romantic appreciation of the beauty and quiet drama of the landscape, Barbizon artists such as 
Jean-François Millet (1814–75), Charles-François Daubigny (1817–78), and Gustave Courbet (1819–77) sought refuge from the explosive 
growth of the modern city. Their increased naturalism and innovative pictorial styles inspired, around 1870, the next generation of 
impressionists.



Charles-François Daubigny (1817 Paris-

Paris 1878)

Sunset on a River, n.d.

Oil on canvas

McMullen Museum of Art, Boston College

Daubigny was one of the leading artists of the Bar-

bizon School. After moving to Barbizon in 1843, he

dedicated himself to capturing glimpses of the French

countryside in every season. This twilight scene is cre-

ated with unusually fluid brush strokes and subtle but

rich color. He boldly depicts the setting sun directly,

in a manner that would recur with Vincent van Gogh.
The deep shade that obscures the woman and her

cattle contrasts dramatically with the bright yellow

streak that courses along the river, a reflection of the

setting sun.

Daubigny famously created a painting studio on a boat,

anticipating Claude Monet. Influenced by Camille

Corot and Gustave Courbet in his painterly style, he

inspired both Belgian artists and the development of

impressionism in France.

Dnubryay



Jules Dupré (1811 Nantes-LIsle-Adam 1889)

Landscape with Woman in Red, c. 1880
Oil on canvas

McMullen Museum of Art, Boston College

This bucolic scene of a small remote farmhouse depicts

an age-old mode of life far from the increasing urban-
ization and industrialization of modern Paris. Dupré

was a leading artist of the Barbizon School. Here

Dupré captures the late afternoon light with broad

brushstrokes and rich color; his loose brushwork sig-

naled a rejection of the academic ideal of slick, polished
surfaces that then still characterized official painting.

Dupré was highly regarded in his lifetime; Ameri-

can collectors vied for his paintings; his fellow artist

Camille Corot (1796–1875) called him "the Beethoven

of landscape."

A hint of sunset glow in the distance is typical of his

works. The bright, ragged clouds overhead are reflected

in the reedy pond below, suggesting a unity of sky
and earth. As with earlier Romantic artists, nature is

a vehicle for expressing emotion. In the early 1830s

Dupré had visited Britain where he admired the paint-

ings of John Constable (1776–1837). The isolation of

the single figure in red evokes the loneliness of rural

life, especially for women of the era. A few cattle are

the only other living creatures, and the shifting drama

of light and the changing season evoke the inexorable

passage of time.



Hudson River School

Emerging from the spirit of Romanticism, the Hudson River School was the first distinctly American art movement, flourishing between 1825 
and 1870. Centered primarily in New York City, its artists were devoted landscape painters who turned their gaze to the natural splendor of 
their homeland.

They celebrated the majestic scenery of the Hudson River Valley and nearby regions such as the Catskill, Adirondack, and White 
Mountains—depicting these native landscapes with a deep reverence for their beauty and power. Inspired by European masters like Claude 
Lorrain (c. 1600–82) and John Constable (1776–1837), American painters including Thomas Cole (1801–48), Albert Bierstadt, and John 
Frederick Kensett infused their works with both meticulous detail and a profound sense of the sublime. For these artists, nature was more 
than subject—it was a source of moral and spiritual reflection, a symbol of the nation’s promise, and a uniquely American muse.



John Frederick Kensett

(1816 Cheshire, CT-New York 1872)

A View of Niagara Falls, 1854
Oil on canvas

McMullen Museum of Art, Boston College
Gift of Alexandria & Michael N. Altman P'22, '24, '26

in recognition of a life of service to Boston College by
William M. & Alison S. Vareika '74, P'09, '15, LP'16 on the

occasion of William's Fiftieth Boston College Reunion

American Romantic artists and writers found that the

sublime vastness of nature offeredaperfect analog to
the spiritual experience of feeling one's ego join in a
union with a higher power. This could find echoes

in religion or nationalism, or any context where the

individual ego melds with a larger entity. American
artists such as Kensett and Albert Bierstadt celebrated

the unique physiognomy and grandeur of Niagara Falls

and the White Mountains in particular.



John Frederick Kensett

(1816 Cheshire, CT-New York 1872)

On the Beverly Coast, 1865
Oil on canvas

McMullen Museum of Art, Boston College

Carolyn A. and Peter S. Lynch Collection

Kensett was a leading American luminist artist,
influenced by nineteenth-century Transcendentalism.

His precise and accurate style was shaped by his early

training as an engraver. This almost abstract vision of

the rocky shore of Beverly, Massachusetts, depicts the
Atlantic Ocean and horizon cloaked in a luminous

mist. The evanescent realm of light and color balances

the harsh clarity of a rocky promontory with low

trees at the right. The stilled sea and split rocks have

an elegiac undertone of calm after a storm, perhaps
a metaphor for the recent end of the Civil War and

desire for peace. The golden light of the distant sea also

suggests hope for freedom, transcending the burdens of
earthly life.



Albert Bierstadt (1830 Solingen, Germany-New York 1902)

The Approaching Storm: White
Mountain View with Hay
Wagon and Figures, 1861
Oil on panel

McMullen Museum of Art, Boston College

Carolyn A. and Peter S. Lynch Collection

Albert Bierstadt was fascinated with the epic scale of

the American landscape. With his brothers Charles and

Edward, he capitalized on the new invention of stereoscopic

photography. They opened a photography shop in New

Bedford, Massachusetts, in 1859 and in 1860 published a

catalogue of photos of the American West and views of the
White Mountains of New Hampshire taken from view-

points chosen by Albert.

The White Mountains were a popular destination in the

growing tourist trade, and Bierstadt painted there often,
visiting at least seven times between 1852 and 1886. This

painting is refreshingly naturalistic, in contrast with some

of his earlier works that combined imaginary European

castles with the New Hampshire landscape. The heavily

loaded hay wagon is returning to the farm, the harvest
now secure from being ruined by the rain. The soon-to-

be-lost light dances across the canvas, illuminating the
hay wagon, workers, and slices of the landscape. Is the

approaching storm perhaps a metaphor for the onset of the

Civil War? Stormy weather was a fundamental symbol in

nineteenth-century literature and art, and Bierstadt was

sophisticated in the use of imagery to mirror emotion.



The Hague School 

Working in and around The Hague between 1860 and 1890, this group of Dutch painters sought to revive the naturalism that defined 
seventeenth-century Dutch art. Focusing on landscapes and scenes of rural life, they captured the quiet poetry of everyday surroundings 
with subdued tones and atmospheric effects. Their work shares much with that of the French Barbizon painters—such as Jean-François 
Millet, Jules Dupré, and Constant Troyon—as well as the artists of the Belgian Tervuren School, who similarly embraced nature as a source 
of truth and beauty.



Anthonij (Anton) Mauve
(1838 Zaandam-Arnhem 1888)

Snow Scene with Sheер, с. 1882-88
Oil on canvas

McMullen Museum of Art, Boston College

Mauve was a prominent member of the Hague School.

Snow Scene with Sheep is noteworthy for the delicacy

of its tonal gradations and nuances of color. Nominally

realist, it also represents a nostalgia for a way of life
that was disappearing. A shepherd guides his small

flock through the snow, persevering against the winter
chill. The shepherd tending his flock has long been a

metaphor for social and

spiritual care.

Mauve influenced a num-

ber of painters, notably

Vincent van Gogh, his

cousin by marriage. In
his youth Vincent kept

a photograph of one of

Mauve's drawings hanging

in his room, and cherished

his paintings. Van Gogh

commented that "A picture

Souyend M

Vincent van Gogh (1853-90), Pink

Peach Trees (“Souvenir de Mauve"),
March 30, 1888. Kröller-Müller

Museum, Otterlo.

by Mauve...says more, and says it more clearly, than

nature herself." In late 1881 Mauve taught Van Gogh

to paint in watercolor and helped him begin to explore

the use of color in oil.



Tervuren: Varieties of Realism

In the mid-nineteenth century, a group of Belgian artists began painting the forests and fields around Tervuren, a small village just east of 
Brussels. Inspired by the French Barbizon painters—especially Jean-François Millet and Gustave Courbet—they turned their attention to 
quiet, everyday scenes of the countryside.

By 1863, some of these artists had formed an informal colony in Tervuren, gathering regularly at the village inn Au Renard (In den Vos). One 
of them, Hippolyte Boulenger, whose paintings hang nearby, first coined the term “School of Tervuren” when submitting his work to the 
1866 Brussels Salon. Despite the name, the group had no formal structure, but shared a commitment to realism and a deep connection to 
the land they painted.

The Tervuren artists stood at the crossroads of Romanticism and realism. Their landscapes reflect both the beauty and the labor of modern 
rural life—fields under cultivation, forest paths, industrial scenes, and tranquil natural vistas. Their goal was simple but radical: to paint the 
world as they saw it.

To do so, they adopted new techniques: painting outdoors (en plein air), using looser brushwork, and exploring light and color in fresh 
ways. These experiments aligned with the rise of impressionism in Belgium, and helped each artist develop a personal, expressive style 
grounded in direct observation.

Many of the Tervuren artists also traveled to other scenic regions in Belgium and the Netherlands. Several of these sites are pictured in this 
exhibition and are marked on the adjacent map.
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Théodore Fourmois (1814 Presles-Ixelles 1871)

Paysage (Landscape), 1867
Oil on canvas

McMullen Museum of Art, Boston College
Gift of Charles Hack and the Hearn Family Trust

Fourmois was a forerunner of the School of Tervuren,

visiting there often in the 1840s and 1850s.

Echoing Flemish and Dutch seventeenth-century land-

scapes, this painting captures the peaceful beauty of
the Belgian rural countryside. The clouds and broken

tree recall both Baroque naturalism and the scientific

studies of the Romantics. Shafts of light illuminate the
farmhouse and fields.



Théodore Fourmois (1814 Presles-Ixelles 1871)

La Hulpe, 1865
Oil on canvas

McMullen Museum of Art, Boston College

Gift of Charles Hack and the Hearn Family Trust

Fourmois was one of the first Belgian artists to break

away from the traditional formulae of landscape imag-
ery and add fresh, direct

observations. His depiction

of the landscape at La

Hulpe is a bucolic scene of

cows browsing in a pasture

with a light-filled valley in
the distance.

A substantial barn may

be glimpsed behind two

large shady trees, which

highlight the artist's natural

rendering of the chiar-

oscuro effect of contrasting

sunlight and shade.

Meindert Hobbema (1638–1709), А

Farm in the Sunlight, 1668. National

Gallery of Art, Washington, DC.





































Boats were a prominent motif in the art of the late nineteenth century, building on the symbolic use of ships as emblems of “the voyage of 
life” that emerged in the Romantic era. Shipping for industry and commerce was also a major focus of modernism. Belgian artists Vogels, 
Meyers, Degreef, and T’Scharner represent different aspects of this theme.



























Tervuren: Inspiration from Nature

Although Tervuren was the original nucleus for landscape painters in Belgium in this period, by the end of the century many artists were 
celebrating local sites throughout the country as a matter of national and regional pride. Léon Frederic favored rural vistas in the Ardennes, 
although he and Théodore T’Scharner also painted coastal scenes of the North Sea and the High Fens near Germany. Artists from Antwerp 
championed landscapes of the Scheldt River, and painters from Brussels found beauty in nearby parks and villages. The focus on local sites 
and the return to nature inspired the next generation to establish an important artists’ colony in Laethem-Saint-Martin 
(Sint-Martens-Latem) near Ghent in the twentieth century.

Tervuren is only twelve miles east of Brussels in Flemish Brabant, separated by the Sonian Forest (Fôret de Soignes). The vast park at 
Tervuren is a remnant of the lost medieval castle of the dukes of Brabant, and is still a popular destination for Belgians (see nearby video). In 
1897 it was a site for the Brussels International Exhibition, a world’s fair that in part highlighted King Leopold II’s personal property: the 
Congo Free State. The Royal Museum for Central Africa opened in the park in 1910 and has struggled to deal appropriately with the brutal 
legacy of its colonial past.












