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INTRODUCTION  

There have been many books and articles written about William Merritt Chase (1849-1916), the well-

known American painter, and the Art School he headed in Shinnecock Hills at the turn of the 20th century, 

many of which are listed in the references at the end of this report. Due to the significant contribution of 

the Winterthur article to this report, it is also attached in an appendix. However, the intention of this 

report is to document the grouping of structures that formed what was originally, and is still now, known 

as the Art Village – the campus associated with Chase’s school - as well as highlight and recognize the 

architectural character and heritage associated with this 1892 enclave community in Southampton, New 

York. 

The Shinnecock Summer School of Art operated for eleven years, from 1891 to 1902, and was the first 

major art school of its kind in the United States offering “en plein air” (outdoor, on-site) painting 

instruction. The concept of the school, developed by Janet Ralston Chase Hoyt (1847-1925) “grew out of 

[her] dual roles as real estate investor and philanthropist and her desire as an artist to create an affordable 

school for plein-air painting, with its own specially built campus, the Art Village, as one of the catalysts 

in the transformation of Shinnecock Hills into a summer resort.”1 Before the Shinnecock Art School, 

small informal plein-air classes and schools had started to appear in America and Janet (Mrs. William) 

Hoyt probably knew about at least one of them. “Thus, Hoyt’s idea of founding a summer plein-air school 

in 1890 was au courant but not innovative. What made it unusual was her scheme for charitable financing 

provided by wealthy supporters, the large number of students, and the construction of a campus.”2 

Mrs. Hoyt was the daughter of Chief Justice Salmon Portland Chase (1808-1873; pictured below), an 

American politician and jurist, Ohio’s twenty-third governor, and an Ohio Senator. From 1861-1864 

Salmon P. Chase (no relation to William Merritt Chase) was the U.S. Secretary of the Treasury under 

President Lincoln, after which he served as U.S. Chief Justice from 1864-1873. Janet was also a 

Southampton Village summer resident (building one of the first 

summer colony cottages there) and an amateur painter, 

illustrator, and needle-worker who had traveled extensively in 

Europe.  “On the moors of Shinnecock Hills, Janet Hoyt 

envisioned a place where artists could find the kind of plentiful 

painting motifs, camaraderie, and inexpensive housing that 

attracted American artists to the French art colonies such as 

Giverney in Normandy and Pont-Aven and Concarneau in 

Brittany.” 3 

The nine acre plot of land on which the Art Village would be 

realized was supplied by several Southampton Village regulars. 

In addition to Mrs. Hoyt, were Annie de Camp Perrot Hegeman 

(Mrs. Henry Kirke) Porter (1836-1925), and Samuel Longstreth 

Parrish (1849-1932) who purchased parcels between 1884-1888 

                                                           
1 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
2 Ibid. 
3 Ibid. 
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for $250 per acre or less from the Trustees of the Freeholders and Commonalty of the Town of 

Southampton, Frank K. Pendleton (president of the Long Island Rail Road), John A. Bowman, and others. 

The acquisition of this acreage, however, was perceived by those owners previous to the patrons of the 

Shinnecock School and the Town Trustees as curious to say the least. “The constant sketching of the 

landscape by the art students of the school, it may be said, has never ceased to be a source of surprise to 

the simple country people, who have never found anything to admire in the Shinnecock Hills themselves, 

or the creeks and bays made by the rising tides. To them the Shinnecock Hills have always been rather 

unlovely, as they are not fertile, and the sandy roads of even a few years ago made travel very hard across 

them.”4  

Once the land had been obtained, the subdivision map for the Art Village was created and filed in March 

of 1892 (see image on following page). When individual lots began to be sold to art school students and 

supporters, the deeds included interesting covenants and restrictions, such as:  

“That neither the said party of the second part, nor [their] heirs or assigns, shall or will 

at any time hereafter, erect or permit to be erected upon any part of the land conveyed by 

the present indenture, any slaughter house, smith shop, forge, furnace, steam engine 

(except for domestic purposes), brass foundry, nail, iron or other foundry, or any 

manufactory of gunpowder, glue, varnish, vitriol, ink, turpentine, or for the tanning, 

dressing or preparing of skins, hides or leather, or any ale house, brewery, distillery or 

other place for the manufacture or sale of intoxicating liquors, or for carrying on any 

other noxious, dangerous or offensive trade or business, or any building of the character 

or description known as a tenement house, or stable or outbuilding of any kind that in 

any future conveyance the party of the first part hereby reserves the right to alter the 

conditions herein recited, and that upon the violation of any of said conditions by said 

party of the second part, her heirs or assigns, the estate created hereby in the part of said 

premises whereon any condition named in this deed shall be violated, with all 

improvements then upon said part of such premises shall become forfeited to said party 

of the first part, its successors and assigns.”
5
  

The school opened prior to the construction of any of the Art Village’s cottages. Therefore, during the 

first year of the school’s function, “an “old red farmhouse with gray shingled roof and open raftered 

rooms” was rented as the Shinnecock School’s studio. Instructor William Merritt Chase stayed at the 

Shinnecock Inn, perhaps in one of the inn’s cottages, and twenty female students lived, by application, in 

Samuel Parrish’s nearby home, dubbed by the students “the Art Club.” The remainder of the students 

rented rooms in the boarding houses, farmhouses, and various outbuildings of residents of 

Southampton...”6 

In the beginning the school was a sort of extension of William Merritt Chase’s art classes in New York 

City, but it quickly attracted students from all over the United States and Canada. The school thrived, but 

even so, in 1902 Chase resigned and began to offer classes in Europe the following year. He felt, by then, 

                                                           
4 An Artist’s Summer Vacation, John Gilmer Speed, Harper’s, 1893 
5 Liber 367 of Deeds, conveyance page 262, 1892. 
6 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
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there were ample other places to study in the U.S. for those who did not wish to go abroad.  “As Janet 

Hoyt had hoped, the Shinnecock Hills Summer School of Art turned out to be a great success: while not 

the first plein-air art school in the Unites States, as is sometimes claimed, it was the best known, the 

largest, and the first to boast a specially built campus – the Art Village.”7 

 

Original Subdivision Map, by David H. Raynor, 1892 

According to local newspaper reports, “The Art Village was originally designed to contain fifteen 

cottages with a windmill large enough to supply all fifteen with water.”8 All or most of the cottages were 

likely designed by Janet and William Hoyt and their contractor John Aldrich, and heavily influenced by 

the Hoyt’s friends, the Wheeler family. Candace Wheeler and her daughter Dora were on the Shinnecock 

School’s Executive committee. Dunham Wheeler, Candace’s son, was an architect who may have 

apprenticed with the well-known architectural firm, McKim, Mead & White.  “Candace Wheeler and her 

brother Francis Thurber founded the artistic Catskill summer colony Onteora in 1888…”9 Collectively, 

the cottages are stylistic fusions of America’s pioneer architecture, Dutch Colonial, Shingle, Japanese, 

Arts and Crafts, wigwam and Colonial Revival styles. The neighborhood and the site were, therefore, 

                                                           
7
 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 

Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
8 Ibid; A specific report in the Easthampton Star occurred one month prior to the recording of the subdivision map, 
that, in fact, portrayed more than fifteen original lots. 
9 Ibid 
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purposely designed in a rustic character and largely absent of ornamentation which contrasted 

significantly from the professionally designed Victorian style estates being realized elsewhere in 

Southampton at the time.  

According to local papers recording their construction, “the buildings, “though not of large proportions,” 

were “neat and serviceable looking structures, particular attention being given for providing plenty of 

light and every convenience for the study of art.”10 Collectively they included one and two-story buildings 

with gable, hip, and gambrel roofs, dormer windows, covered porches, unpainted exteriors, and chimneys 

clad with native stone or clinker (“lammie”) brick, a distinct signature of the designers associated with 

them.11 Each cottage was reported to cost between $800 and $2000 to build. They were often occupied by 

more than one student and as the school’s popularity grew, those who weren’t able to find 

accommodations in the Art Village, built cottages nearby or rented from owners in nearby Southampton 

Village.  

The man attributed with the construction of many of the cottages in and associated with the Art Village, 

was John Elliott Aldrich (1842-1906). The name of his firm was J. E. Aldrich & Co., and he was known 

as Mrs. Hoyt’s (1847-1905) favorite builder. “Aldrich was active in the East End community beginning in 

the early 1870s, and throughout his career he served not only as a contractor but also as a provider of 

plans for residential, commercial, and civic structures for both the year-round and the summer inhabitants. 

Aldrich was the contractor for the Hoyts’ houses (Windy Barn, Old Fort Hill, and Mill House) as well as 

much of the new construction in Shinnecock Hills, including the Shinnecock Inn and Cottages, the 

railroad station, the Episcopal church, Samuel Parrish’s house, and the home of Mr. and Mrs. Charles 

Larned Atterbury, The Lodge, designed by McKim, Mead & White. Beginning construction of the Art 

Village in the fall of 1891, Aldrich had by the opening of the Shinnecock School’s second summer 

season, in June of 1892, erected a log slab Art Studio, approximately eight small simple Shingle Style 

cottages, one modern Dutch Colonial Revival cottage, and a thatched windmill for pumping water, 

separated by rustic low fences….”12 

The description of the Art Village community would not be complete without noticing other 

miscellaneous aesthetic features of the neighborhood which contribute to its overall, and intentional, 

tranquil character. While the Art Village was not developed in strict accordance with the subdivision plan, 

and while many buildings were moved around in the neighborhood (some of them even being taken apart 

and put back together to form ‘new’ buildings), the area, albeit now significantly wooded rather than 

barren, retains a high level of original integrity and character from its birth over 100 years ago.  Simple 

wood fences (originally made of tree branches) and drainage curbs inlaid with small rocks line one or two 

sides of two of the area’s three access roads. All three lanes in the enclave are quite narrow, perhaps 

fourteen feet wide at their widest, contributing to the neighborhood’s casual charm and making it evident 

that this particular area was a planned community. While each property’s boundaries are now visibly 

distinct, the area remains visibly open thanks to predominantly low fences and hedge rows. All of these 

                                                           
10 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
11 Clinker, or “lammie,” bricks are irregular over-burned masonry units that were originally rejected by builders and 
architects but later, during the Arts & Crafts movement, made popular as a highly decorative natural cladding 
material on the east coast of America by the architect, Grosvenor Atterbury. 
12 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
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features collectively contribute a quiet rustic character 

where some owners still feel comfortable letting children 

and grand-children roam relatively unguarded. 

Twenty-one original lots were laid out on the Art Village 

subdivision map of 1892, with an un-numbered lot set 

aside for The Studio and other open space which would 

enable the expansion to the north of lots 16-21 on Ochre 

Lane, and to the east of lots 11-15 on Studio Lane. Ochre 

Lane property owners were even known to own the land 

across New Lane (aka Bailey Road, aka Burnt Sienna 

Lane), directly north of their respective parcels. By 1902 

there were thirteen cottages and other miscellaneous 

outbuildings. Today, twelve homes survive (plus their 

respective accessory structures), part of another has been 

incorporated into a larger residence across Tuckahoe Lane 

to the east (26 Tuckahoe Lane), and others also related to 

the school continue to exist nearby in Shinnecock Hills 

(371 Canoe Place Road, 48 & 56 Ridge Road). Those 

within the Art Village, however, relate uniquely to one another in terms of architectural style, character, 

and scale. 

Occupying the northwest corner of Tuckahoe Lane and Hill Street (Montauk Highway), on the literal 

western boundary of the incorporated Village of Southampton, the Art Village community consisted of, 

then and now, residents loyal and devoted to each other and their cottages. Located directly north of the 

Shinnecock Indian Reservation, it was not unusual for original Art Village residents to employ a 

neighboring Indian as a caretaker and/or gardener.  

Today the Art Village remains tucked above the main east-west route between Hampton Bays (originally 

known as Good Ground) and Southampton Village and is easily un-noticed as travelers pass.  Only its 

residents and those more familiar with the area are intimately familiar with its continued and thriving 

presence. 
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Art Village Heritage Resources 

Resource  Address SCTM# Year Built Orig. Lot # 

     

1. The Studio 5 Ochre Lane 900-211-2-18 1892*** None 

2. Laffalot 11 Ochre Lane 900-211-2-19 1892 16 

3. Shingletop 13 Ochre Lane 900-211-2-20 1896 17 

4. Greencote 17 Ochre Lane 900-211-2-21 1892 18 

5. Half Acre 18 Ochre Lane 900-211-2-28 1892 6 – 9 

6. Grantchester, Kent 21 Ochre Lane 900-211-2-22 1892 19, half of 20 

7. Driftwood, 
Greenbrier, El 
Colmenar 

25 Ochre Lane 900-211-2-23 1892* 21, half of 20 

8. Stepping Stones 9 Studio Lane (aka 8 
Studio Lane) 

900-211-2-30.1 1894 11 - 15 

    Atterbury Structures 9 Studio Lane (aka 8 
Studio Lane, 9 
Tuckahoe Lane) 

900-211-2-30.1 1894**  

9. The Honeysuckles 2 Briar Lane 900-211-2-27 1892 1 – 5, 10 

10. Fair Oaks 9 Briar Lane (aka 9 
Montauk Highway) 

900-211-2-26 1911 None 

11. Fair Oaks Garage 15 Briar Lane 900-211-2-25 1911 None 

12. (No Known Name) 39 Tuckahoe Lane 900-211-2-17 Circa 1892*** None 

 

* Demolished. Rebuilt in the 1920s, and again in the 1980s, leaving little surviving original 

fabric. 

** House was removed; studio remains (The Ball Room, 9 Tuckahoe Lane). 

*** Renovated.  
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1. 5 Ochre Lane, “The Studio”       900-211-2-18 
1892              No Lot Number; South of Lot 16 

           

 

Southwest elevation of The Studio, Present Day 

“The Studio” – the western portion of the present building - was the first building to be erected in 

the Art Village, approximately three miles east from William Merritt Chase’s home in 

Shinnecock Hills. It is a one story gabled building with low reaching eaves under which are inset 

porches. It was originally clad with bark covered log slabs which were sadly removed not too 

long ago during renovation. Its original stone chimney remains. (See Winterthur article images, 

pages 315, 338.) It was intended as a studio space for the students during bad weather, and 

contained room for indoor painting, a large area where criticisms were held, and a shop for 

materials.  

“The design for the Art Studio appears to be a simplified one-story version of the Shinnecock Inn 

(see Winterthur article image, page 329), translated by the Hoyts in their cottage Old Fort Hill 

…and copied by Dunham Wheeler in his first independent commission, the Bear and Fox Inn at 

Onteora…. All these buildings incorporate sweeping Dutch kick roofs, massive exterior stone 

chimneys, and logs or log slabs.”13   

                                                           
13 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
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About 1895, a building called the Porter Cottage, was built for Annie Porter “to house twelve 

women students and to board thirty in the dining room…..This building originally stood on lot 

15, next to the [Stepping Stones] cottage…but after the Shinnecock School closed permanently, 

it was moved to adjoin the Art Studio in a renovation by [Katherine] Budd for Annie Porter,”14 

an art school student and budding architect. 

The eastern addition to The Studio consists of a matching north-south facing gable wing linked 

to The Studio with an east-west gabled volume with shed dormer and central brick chimney. The 

entire home is clad with cedar shingles which also wrap the roof edges. 

The woman who transformed The Studio into a large private residence, Annie Porter, was Janet 

Hoyt’s friend and neighbor in Southampton. “An amateur painter, Annie Porter was described in 

1888 as “an exceedingly intelligent woman, with more brains than most people are endowed 

with; a sparkling conversationalist, a highly talented artist, and one of the most delightful of 

hostesses.” 15 She was married to Henry Kirke Porter (1840–1921), a Pittsburgh railroad car 

builder.  

 

In 1932 The Studio was purchased by Mr. and Mrs. (Helen Margaret Leibert) Francis Oakey. 

Francis (1883-1950) was an accountant, the author of The Principals of Government Accounting 

and Reporting (D. Appleton and Co., 1921), the comptroller of the New York Life Insurance 

Company for twenty-two years before his retirement in 1947, at one time had his own firm, and 

also worked for the Carranza (Mexico) and Taft (U.S.) administrations. 16 The Studio stayed in 

the Oakey family, through several generations, until being sold to fashion designer, Kate Spade, 

and her husband in 2006. 

Some details of the home have been altered overtime, but The Studio remains easily 
recognizable as the original artistic hub of the Shinnecock Summer School of Art campus. 
 
Property Owners: 
John Donne, 2011-present 
Jonathan Swift LLC, 2006-2011 
Stephen N., Blair W., Laura E. Benjamin, 1999-2006 
Joan Oakey “Joakey” Benjamin, 1966-2006 (“the only woman to play a major creative role 

behind the windows of a Fifth Avenue store”17; wife of Samuel Nicoll Benjamin; grand-
daughter of Ellen Sargent, cousin to John Singer Sargent) 

Helen L. Oakey, 1934-1966 
Francis Oakey, 1932-1934 

                                                                                                                                                                                           

To clarify, The Shinnecock Inn, built in 1887, was copied by Dunham Wheeler in 1888, and translated by the Hoyts 
in 1889. 
14 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
15 Ibid. 
16

 Brooklyn Daily Eagle, Dec. 7, 1950 
17

 New York Times, Dec. 9, 1960 
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Annie May Hegeman (Annie de Camp Porter’s daughter), 1925-1932 
Annie de Camp Porter (died 1925) 
Samuel L. Parrish 
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2. 11 Ochre Lane, “Laffalot”       900-211-2-19 
1892            Lot 16 
 

 

Front (south) view of Laffalot, present day. 

11 Ochre Lane was one of the original Art Village cottages constructed under the direction of the 

summer school’s patron, Janet Hoyt. In 1896 it was purchased by one of the school’s students, 

Rosella “Zella” de Milhau (1870-1954). “Hardly an issue of the Southampton Press went by 

without some reference to this amazing woman. Whether it was for winning the potato growing 

contest, driving one of the first automobiles in the area, or showing up as a Spanish soldier at a 

costume party held at the Art Village Studio, Zella de Milhau always managed to steal the 

show…...She was an adopted daughter of the Shinnecock Indian tribe, bearing the name 

“Chiola,” which means, “she who laughs;”18 

Right after Zella’s purchase of the cottage, she had it immediately renovated by another art 

school student, and the renovator of The Studio. “Kate Budd, as she was generally known, had 

begun her artistic career by 1891 as a student of William Merritt Chase at the Art Students 

League and at the Shinnecock School. When, in 1894, she commenced the study of architecture, 

she continued to be involved with the Shinnecock School as secretary of the school (in 1894) and 

as administrator of the cottages in the Art Village (in 1895). Budd thoroughly renovated the 

cottage of her close friend, the artist, Schinnecock School student, and bon vivant Zella de 

                                                           
18

 The Students of William Merritt Chase, Ronald G. Pisano, 1973 
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Milhau, who had purchased the house on lot 16 from Janet Hoyt 

and renamed it Laffalot, the English translation of the name given 

to Milhau by the local Shinnecock tribe. Like Atterbury’s cottage, 

Budd’s structure is extremely plain, with barely any ornament 

save for the texture and color of the materials. She transformed 

Hoyt’s tiny cottage, originally covered with a hipped roof pierced 

by dormers, into a much larger house, yet expanded upon Hoyt’s 

original concept by extending the dormer to encompass three 

windows and exaggerating the spread of the low-slung roof, 

evoking Japanese architecture.”19  

When Laffalot was expanded it extended to the west onto the 

adjacent lot. Later, the extension became a separate home. 

Laffalot’s entrance porch, or piazza, was originally open and is 

now enclosed (see image below).  

Listed in The Seaside Times on a cottage list dated September 2, 1897: “Laffalot; Miss Zella 

Milhau.” 

Property Owners: 
John P. Strang Estate, 1972-present (died March 2012) 
Cydon Enterprises, Inc. (E. Cary Donegan Jr., President), 1964-1972 
Anthony A. Bacchus & Terrence M. Patterson, 1963-1964 
Douglas A. Cramer & William H. Weed, 1961-1963 
Arthur C. & Viola M. Roth, 1957-1961 
Alice Vosburgh, 1954-1957 (wife of Milhau’s nephew) 
Zella De Milhau, 1896-1954 
Janet R. C. Hoyt, 1893-1896 
Long Island Improvement Company, Ltd. (Samuel L. Parrish, President) 
 
Below: Laffalot with western extension. Above: Milhau passport photo, 1918. 

  
                                                           
19

 “The Founding and Design of William Merritt Chase’s Shinnecock Hills Summer School of Art and the Art 
Village,” Cynthia V. A. Schaffner and Lori Zabar, Winterthur Portfolio, Vol. 44, No. 4 (Winter 2010), pp. 303-350. 
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3. 13 Ochre Lane, “Shingletop”       900-211-2-20 
1896            Lot 17 

 

 

Front (south) view of Shingletop, present day. 

13 Ochre Lane was originally a western extension of Laffalot designed by Kate Budd for Zella 
de Milhau in 1896. It is a one story structure with dormers and hipped roofs. The eaves have 
deep overhangs and are supported by large decorative brackets. The windows are multi-paned 
double-hung units. The entire home is shingle-clad, including the square columns supporting the 
internal front porch. Vintage rear view below, when connected to Laffalot. 
 
Property Owners: 
Roger Samet, 1972-present 
E. Cary Donegan Jr., 1964-1972 
Grace M. Schur & H. Erwin Schur, 1957-1964 
H. Erwin Schur & Arthur C. Roth, 1956-

1957 
Alice Vosburgh, 1954-1956 (wife of 

Milhau’s nephew) 
Zella De Milhau, 1896-1954 
Janet R. C. Hoyt, 1893-1896 
Long Island Improvement Company, Ltd. 

(Samuel L. Parrish, President) 
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4. 17 Ochre Lane, “Greencote”       900-211-2-21 
1892            Lot 18 
 

 

Front (southeast) view, present day. 

17 Ochre Lane was another of the original cottages built for Janet Hoyt and later acquired, for 

rental purposes, by Zella de Milhau. It is commonly referred to as the home of Sarah Redwood 

Lee, who was a niece of Samuel L. Parrish and a sister to James Parrish Lee, Samuel L. Parrish’s 

nephew and an attorney in his firm. The 1902 map by E. Belcher and Hyde states, “S. Lee” at 

this parcel’s location. 

The home has a gambrel roof, an inset central entry porch (piazza style), large square porch 

columns clad in shingles and a long shed dormer across the front.  Originally the home had three 

front-facing gabled dormers and tree-trunk porch columns (see photo, next page). 

In 1949 the home was given by de Milhau to Agnes Keyes, the aunt of Paul DuVivier, for ten 

dollars. In an interview with the previous owner, Paul DuVivier Sr., he recounts “[Zella] turned 

to my mother and said, “What are you going to do with that big, tall girl that Paul has brought 

home? And my mother would say – God will provide. I have three other boys and they all seem 

to be managing fairly well. And she said, I’ve got three houses in the Art Village and I’m not 

going to let this nice girl go to waste. I’m going to give her a house. So she gave us this house.” 

He also recounted the following: “…when [Zella’s] favorite horse died, she was so fond of the 
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horse that she buried him in her back yard and the horse was buried there surrounded with 

lavender and potted plants and things until a successor on that property decided to build a 

swimming pool there and I don’t know what he found but the remains of her favorite horse 

disappeared after that.” (Interview of Paul DuVivier by Penny Wright, August 8, 1996) 

Property Owners: 
Paul T. DuVivier, 1998-present (son of below) 
Eleanor Keyes DuVivier, 1949-1998 (wife of Paul DuVivier Sr.) 
Agnes F. Keyes, 1945-1949 
Zella de Milhau, 1896-1945 
Janet R. C. Hoyt, 1893-1896 
Long Island Improvement Company, Ltd. (Samuel L. Parrish, President) 
 

 
 

Vintage view of “Greencote” showing branch-like porch columns and original gabled dormers.  

Courtesy of William Stuebe. 

 
 
 
  



Art Village Heritage Area Report  

 

5. 18 Ochre Lane, “Half Acre” 

1892     
     

18 Ochre Lane originally consisted of 

Janet Hoyt. Later they were purchased by Elsie Martin Ives 

dwelling. Elsie was the second wife of Harry Davis Ives (186

worked with McKim, Mead & White for many years

the converstion. Harry’s father was Chauncey Bradley Ives, a prominent American sculptor. The 

Ives family maintained ownership until 1969.

The E. Belcher Hyde maps of 1902 

Prior to being joined, the two cottages appear to have been one

flared eaves and internal porches typical of the 

and double-hung, some with leaded 

1910. 

Property Owners: 
Robert L. McLean Estate, 1978-present
Rhea Goodman, 1971-1978 
Warren & Grace Brandt, 1969-1971
Helen Ives Drake, ?-1969 
Elsie Martin Ives 
Harry D. Ives 

  

       

      
       

Front (north) view, present day. 

consisted of two individual cottages presumably commissioned by 

Janet Hoyt. Later they were purchased by Elsie Martin Ives (b.1890) and combined to form one 

second wife of Harry Davis Ives (1862-1938), an architect who had 

worked with McKim, Mead & White for many years and can be assumed to be associated with 

. Harry’s father was Chauncey Bradley Ives, a prominent American sculptor. The 

ily maintained ownership until 1969. 

1902 and 1916 state “Mrs. H. Ives” and “H. D. Ives

Prior to being joined, the two cottages appear to have been one-story gabled structures with 

s typical of the Art Village vernacular. Windows are casement 

leaded diamond light patterns. The conversion was made before 

present 

1971 

17 

900-211-2-28 
Lots 6 thru 9 

 

commissioned by 

and combined to form one 

1938), an architect who had 

and can be assumed to be associated with 

. Harry’s father was Chauncey Bradley Ives, a prominent American sculptor. The 

H. D. Ives” respectively. 

story gabled structures with 

Windows are casement 

The conversion was made before 
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6. 21 Ochre Lane, “Grantchester, Kent Cottage”     900-211-2-22 
1892          Lot 19 and half of 20 

 

 

Front (south) view, present day. 

The cottage at 21 Ochre Lane bears many similarities to Laffalot at 11 Ochre Lane. Based on a 

sketch by Milhau of 1893 that appears in the Winterthur article (page 341) and the postcard 

image on the cover of this report, the house appears original to the Art Village in the near 

proximity of its existing site even though not being depicted on the 1902 and 1916 maps by E. 

Belcher Hyde. It is a one-story home with a jerkin head gabled roof, three dormers across the 

front (two small flat-roofed dormers (additions) and one central-bay dormer (original) with 

hipped roof), and symmetrical side brick chimneys. The front porch extends outward from the 

main volume of the home, is supported by simple stick work that may have been more branch-

like originally and has a shallow shed roof. A one-story wing to the west with hipped roof 

contains another original south facing porch which has been enclosed with mesh insect 

screening. 

The cottage is assumed to be one of the original cottages commissioned by Janet Hoyt. The first 

purchaser of the property from the school patrons was Ellen J. Holgate (1862-1935), a fine and 

decorative artist and the aunt of Rockwell Kent, a Shinnecock School student from 1900-1902 

who became a noted American painter in his own right. 



Art Village Heritage Area Report   19 

 

Subsequent owners, Mr. and Mrs. Robert Jay Williams, owned the property from 1931 to 1948. 

Robert was a lawyer and related to John Jay, the first Chief Justice of the United States. 

Property Owners: 
Isabel C. & William H. Stuebe, 1973-present 
Raymond P. Sullivan Jr., 1969-1973 
Robert H. & Elizabeth Close Loughborough, 1949-1969 
Eleanor Keyes DuVivier, 1948-1949 
Agnes F. Keyes, 1948 
Robert Jay Williams, 1938-1948 (Elsie’s husband) 
Elsie Wefer Williams, 1931-1938 (Elsie died in 1938 in Southampton.) 
The American Society for the Prevention of Cruelty to Animals (Sydney H. Coleman, Executive 

Vice President) 
Ellen J. Holgate (Rockwell Kent’s Aunt) 
 

 

 

 

 

 

 

 

 
Rockwell Kent, circa 1920  
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7. 25 Ochre Lane, Site of “Driftwood, Greenbrier, El Colmenar”  900-211-2-23 
1892, Demolished        Lot 21 and half of 20 

 

 

Obscured view of original cottage from a vintage postcard, circa 1910. 

The original cottage at 25 Ochre Lane was another of the homes in the Art Village built to 

accommodate students. It therefore bore many aesthetic similarities to other original Art Village 

buildings. Looking again at the Milhau sketch of 1893 (Winterthur article, page 341) it can be 

observed that the home was two-story with a primary east-west gable whose front eave provided 

shelter for a recessed entry porch. It also had front and rear facing shed dormers. 

The first purchaser of this property from the school patrons were George W. and Zelina R. 

Bartholomew, parents of Ada Zelina Bartholomew, a Shinnecock School student. 

25 Ochre Lane was demolished and replaced in the 1920s. In the 1980s that second home was 

significantly rebuilt, maintaining – at least - the footprint of the second home, as well as original 

floorboards.  

The E. Belcher Hyde maps of 1902 and 1916 state “G. W. Bartholomew” and “Miss A. A. 

Smith” respectively. 

Cottage lists printed in the Seaside Times listed this property being occupied by Miss Augusta A. 

Smith (1915, 1917), Miss L. Le G. Love (1905), Miss M. M. Watson (1905), and Mrs. E. D. 

Greppo (1915). 
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Property Owners: 
Alexandra I. Fessenden, 1996-present 
Jerald D. Fessenden, 1987-1996 
Barbara Dror, 1983-1987 
Cecilia Von Schilling Acheson, 1955-1983 (Mabel Green’s Niece (her sister’s daughter), a 

Danish baroness) 
Mabel Green, ?-1955 (1872-1955; father manuf. car wheels) 
George W. and Zelina R. Bartholomew (parents of student, Ada Zelina Bartholomew) 
 
 
 

 
 

Present home at 25 Ochre Lane 
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8. 9 Studio Lane, “Stepping Stones”     900-211-2-30.1 

1894          (aka 8 Studio Lane) 
          Lots 11 thru 15 
 

 

Southwest view (front) of Stepping Stones, present day. 

9 Studio Lane (aka 8 Studio Lane), known as “Stepping Stones,” was built for Annie (Mrs. 

Henry Kirke) de Camp Porter, one of the original patrons of the Shinnecock School, in 1892. In 

1907 she sold it to her daughter, Annie-May Hegeman, who owned it until 1924. Throughout its 

first 32 years, the cottage would be associated with several others, in addition to its owners, who 

rented it for the summer months, such as Gifford Beal, an artist and former Shinnecock School 

student.  

The design for the home is thought to have been loosely based upon William Merritt Chase’s 

home nearby – to the west – in Shinnecock Hills. It also very closely resembles the original 

cottage at 17 Ochre Lane, especially in plan. Stepping Stones has a gambrel roof, gabled dormers 

(with paired double-hung windows with uniquely patterned divided lights), inset porches 

supported by simple round columns, rectangular bay windows, and is clad entirely – with the 

exception of trimwork - in cedar shingles. The house is situated on a sloped site and has 

additions which ramble to the rear (east) and down the slope. A vintage slide also shows 

carefully implemented gardens on the grounds of the property, some of which have been restored 

today. 
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The name Stepping Stones first appears on a cottage list printed in the Southampton Press in July 

1908, and its owner is listed as “Miss A. M. Hegeman.” Annie-May Hegeman (b.1859) was the 

daughter of Mr. and Mrs. Porter. Henry Kirke Porter (1840-1921) was a wealthy business man 

with a theological education who served as a U. S. congressman from Pennsylvania from 1903 to 

1905.  

 

Southeast view (rear) of Stepping Stones, present day. 

 

Vintage view of gardens on the grounds of Stepping Stones. 
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In 1936, Stepping Stones was acquired by Edward Fisher Brown and his second wife Nathalie 

Boshko, a well-known violinist. It was not their first Southampton home. In 1965, they gave the 

house to Edward’s son from his first marriage, David Brown, and David’s wife, Helen Gurley 

Brown. David Brown (1916-2010) was a movie executive with Twentieth Century Fox who 

produced hits such as “Jaws, The Verdict” and “Cocoon,” as well as many others. His wife, 

Helen Gurley Brown (b.1922) was a self-made woman who defeated a poverish up-bringing and 

became a highly paid copywriter. After marrying David in 1959 and writing her first book in 

1962, she became the editor-in-chief of Cosmopolitan magazine in 1965, a position which she 

maintained until 1997. 

The Grosvenor Atterbury Structures 

The historic maps by E. Belcher Hyde show the property owners of lots 11 through 15 – from 

north to south - as  “Porter, G. Beal,” and “G. Atterbury” in 1902, the Porter cottage being the 

one that would be added to The Studio, and the Beal cottage being 9 Studio Lane (aka 8 Studio 

Lane), or “Stepping Stones.”20 The “G. Atterbury” parcel (lots 11 – 13), located to the immediate 

south of Stepping Stones, parallel to Montauk Highway, contained a cottage designed by and for 

Grosvenor Atterbury, an art school student and budding architect at the time. 

 

Southwest view of the cottage designed by and built for Grosvenor Atterbury. 

                                                           
20

 Author’s research indicates Gifford Beal rented, not owned, Stepping Stones. 
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“Grosvenor Atterbury, distinguished architect and life-long resident of The Hills, was a Chase 

pupil for three summers. His first architectural effort was a cottage which he designed and then 

built with the help of some carpenters and masons on a plot which he owned on a corner of the 

Art Village. This cottage was occupied by a number of the older students as long as the school 

existed.”21  

Atterbury also built a studio on the property (9 Tuckahoe Lane) which still survives (now known 

as “The Ball Room”), having to receive special permissions to do so (to build an accessory 

structure) due to the original covenants and restrictions attached to the deeds. “The cottage that 

Atterbury designed…in the Art Village was moved to the northwesterly portion of Sugar Loaf in 

1908. At that time, he enlarged and renovated it for Mrs. Emma W. Harris.”22 The home is 

rumored to have been lost to fire but is more likely to have been demolished.23  

Many of the other homes in the Art Village are speculated to have been influenced to varying 

degrees by Grosvenor Atterbury but this is, as yet, unproven; “…the attribution of most of the 

houses is unclear; their style was characteristic of Atterbury’s hand, but several other architects 

who worked there – including Katerine C. Budd (1860-1951) and McKim, Mead & White – may 

have executed some of the houses.”24 Adding to the speculation, Atterbury was known to use 

many features widely employed within the Art Village, such as open-air rooms and piazzas 

integrated into the principal building volumes, diamond-paned English casement windows, 

dormers, low sweeping roofs, and another strong signature, his particularly artful use of the 

clinker (or “lammie”) brick. 

Property Owners: 
Alexandra Lotsch, 1997-present 
Thomas Schnepp, 1993-1997 
William R. & Kathleen Johnson, 1986-1993 
David & Helen Gurley Brown, 1965-1986 
Nathalie Boshko & Edward Fisher Brown, 1936-1965 
Raul P. & Elizabeth Fleming Stone, 1930-1936 
Caroline P. Fleming, 1924-1930 
Annie-May Hegeman, 1907-1924 
Annie de Camp Porter, 1892-1907 
Long Island Improvement Co. Ltd. (Samuel L. Parrish, President) 
 

                                                           
21

The First Out-of-Door Art School in the United States, John H. Morice, 1945 
22 The Architecture of Grosvenor Atterbury, Pennoyer & Walker, 2009 
23

 Ibid 
24

 Ibid 
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Southwest view of Atterbury studi.o 

 

 
 

East side entry detail of Atterbury studio. 
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9. 2 Briar Lane, “The Honeysuckles”      900-211-2-27 

1892          Lots 1 thru 5, and 10  
 

 

West (front) view of The Honeysuckles, present day. 

The Honeysuckles was built for Sarah Redwood Parrish (1815-1895), the mother of Samuel L. 

Parrish, in 1892. It was designed by Grosvenor Atterbury and stayed in the Parrish family until 

1975. The home is L-shaped in plan and has paired and intersecting gambrel roofs dotted with 

dormers which have a variety of roof types (some new, some original). Typical to other original 

Art Village cottages, the home is entirely clad in cedar shingles and has internal porches and 

double-hung windows with multi-pane divided light patterns. The home’s current owner proudly 

boasts the historical significance of the home and the Art Village through a self-maintained 

website, www.twobriar.com, which displays many interior and exterior photos. 

Property Owners: 
Robin Lynn Swann, 2007-present (www.twobriar.com) 
Wilbur L. Ross, 2000-2003 
Ross K. McLaren & Patricia Tyler, 2000 
Wilson McLean & Rosemary Howard, 1975-2000 
Outerbridge Horsey, 1969-1975 (Samuel’s great-nephew) 
Helen Lee Peabody (formerly Helen Lee Jr., Samuel’s niece), 1954-1969 
Sarah Redwood Lee (Samuel’s niece) 
Hetty L. Parrish (sister of Samuel, got property from mother’s will) 
Sarah Redwood Parrish (mother of Samuel), Sarah R. Setson, Edwyn C. Hoyt (son of Janet) 
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South (side) view of The Honeysuckles, present day. 

 

East (rear) view of The Honeysuckles, present day. 
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10. 9 Briar Lane, “Fair Oaks”       900-211-2-26 

1911          (aka 9 Montauk Hwy) 
 

 

Front (east) view of Fair Oaks, present day. 

Fair Oaks was built by Charlie Ewing for Dr. Edward L. Keyes. According to Dr. Keyes’ 
grandson, Paul DuVivier (whose son is the present owner of 17 Ochre Lane), Dr. Keyes chose 
this parcel abutting the Art Village because his wife “didn’t like the Bohemian life of the rowdy 
people who lived up and down Ochre Lane and near the [Art] Studio and so she built a high 
privet hedge separating her property of four or five acres…from the rest of the Art Village. And 
they didn’t mix.” The driveway was originally off of Montauk Highway, explaining the 
property’s alternate address. Later owners, the Borgheses, changed the property’s entrance to be 
off of Briar Lane. The property’s name, Fair Oaks, derives from a Civil War battle fought by Dr. 
Keyes’ father.  
 
The home, built in 1911, is a two-story Colonial Revival style home with a front facing gable 
roof and a front entry porch supported by round columns and an elliptical arched gable roof. The 
double-hung windows have divided light patterns and are paired with louvered shutters on the 
second story and paneled shutters on the first. The home is clad in cedar shingles with white 
painted trim, and has a brick chimney, foundation, and porch. Several original and non-original 
one and two-story additions and extensions also exist. The home is also said to have 
Southampton’s second oldest swimming pool. 
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Dr. Keyes was “a short, dapper man with a large white mustache and balding hair, very carefully 
groomed, who stood out in a crowd not only for his gentle appearance but also for his great 
wit…He was known for his treatment of syphilis and all of the degrading human failings which 
you find, especially among the lower classes, in any great city.”25 Dr. Keyes was also associated 
with other noteworthy historic homes, such as Red Gables in Water Mill (later transformed and 
known as Villa Maria), and another home built just north of Fair Oaks and later moved to 
Captains Neck Lane.  At one point, the Keyes-DuVivier family owned or rented three or four of 
the Art Village cottages. 
 
Property Owners: 
Beth Rudin deWoody, 1996-present (art collector, real estate heiress) 
James & Beth Rudin DeWoody, 1987-1996 
Livio M. & Susanna H. Borghese, 1979-1987 
Texas Commerce Co., 1979 
Lyda W. Hall (formerly Lyda M. W. Barclay) & Henry A. Barclay Jr., 1965-1979 
Eleanor Keyes DuVivier 
Edward L. Keyes, 1912-? 
Shinnecock Hills & Peconic Bay Realty (Samuel L. Parrish, President) 
 
  

                                                           
25

 Interview of Paul DuVivier by Penny Wright, August 8, 1996. 
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11. 15 Briar Lane         900-211-2-25 
1911 
 

 

West (side) elevation, present day. 

15 Briar Lane was originally the garage-chauffeur’s quarters to Fair Oaks, to the immediate 
south. It is a two-story gabled structure with hipped and shed roof dormers and double-hung 
windows with divided light patterns. It is clad with cedar shingles, white painted wood trim, and 
has brick chimney and foundation work. It matches Fair Oaks in style and character. It was 
subdivided and converted into a private residence sometime in the 1960s. 
 
Property Owners: 
Harry R. Thompson, 1979-present 
William Leslie II & Constance M. Leslie, 1968-1979 
Texas Commerce Co., 1967-1968 
Lyda W. Hall (formerly Lyda M. W. Barclay) & Henry A. Barclay Jr., 1965-1979 
Eleanor Keyes DuVivier 
Edward L. Keyes, 1912- 
Shinnecock Hills & Peconic Bay Realty (Samuel L. Parrish, President) 
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12. 39 Tuckahoe Lane        900-211-2-17 
Circa 1893               Northwest corner, Tuckahoe and New Lanes. 
 

 

South elevation, present day. 

The home at 39 Tuckahoe Lane has been historically linked with the Art Village since its 
original construction. The current owner made significant renovations after, the past owner was 
said to have not maintained the home consistently. Based on vintage images, the house may have  
been moved to its present location from elsewhere in the Art Village environs. It is a two-story 
home with a gambrel roof and shed dormers on a concrete block foundation. It retains a chimney 
clad with clinker bricks and a south facing shed roofed entry projection. It is clad entirely in 
cedar shingles and retains many original double-hung windows with six-over-six divided light 
patterns. 
 
The E. Belcher Hyde maps of 1902 and 1916 state “Bailey” and “Miss C. Henry” respectively 
for this property. 
 
Cottage lists printed in the Southampton Press in 1917, 1918, and 1919 list cottage list “Miss M. 
A. Henry” as the owner of the property enabling its description as the “Henry Cottage” for a 
brief period. Deeds prior to 1940 were not found. 
 
Property Owners: 
Natsuki Mason, 2010-present (Jonathan Mason’s widow) 
Jonathan Mason, 1958-2010 
Helen B. Carey, Walter L. Carey, Audrey C. Mason (formerly Audrey C. Carey), 1940-1958 
James C. Parrish Jr., to 1940 (Samuel’s nephew)  
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A vintage view of the Art Village. 39 Tuckahoe Lane at right. Notice also the original low fences 

made of tree-like branches. Courtesy of the Quimby Family of Bridgehampton. 
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MAPS 

 

Google Earth, 2010 

 

F. W. Beers, 1894 
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E. Belcher Hyde, 1902 

 

E. Belcher Hyde, 1916 
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CLIPPINGS 

   

The Corrector (Sag Harbor), June 22, 1895;        Brooklyn Daily Eagle, April 9, 1916 

 

Brooklyn Daily Eagle, September 6, 1896 
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shest, and boldest compositions.”3 As visi-
is masterpiece, Idle Hours (fig. 3), Chase’s
ly lighted Shinnecock canvases, with their
brushwork and fresh, clean palette, came
e his mature Impressionist technique and
act on American Impressionist painting.4

oughmany European art colonies had “ser-
ous beginnings,” with painters stumbling
enic historic villages, and American out-
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cock School was unique.5 It grew out of
oyt’s dual roles as real estate investor and
ropist and her desire as an artist to create
dable school for plein air painting, with its
cially built campus, the Art Village, as one
talysts in the transformation of Shinnecock
to a summer resort. Consciously or uncon-
, Chase and his students served as visual
rators with the economic and cultural devel-
t of Shinnecock Hills, helping the area to
one of America’s great sites of landscape
and “making famous forever the beauties
ecock’s ‘low-lying hills.’”6

essay discusses the ways in which late
nth-century trends in plein air painting,
elopment of American summer resorts, ar-
ilanthropy, and the Colonial Revival in-
the founding, construction, and design of
nnecock Hills Summer School of Art and
oyt’s role in these endeavors. In addition,
arch and analysis by the authors of this essay
he long-held belief that the Shinnecock
as an entirely philanthropic project to ben-

students and Chase. After a brief introduc-
he history of plein air painting in America,
y’s narrative draws on new information to
the founding of the Shinnecock School in
d the first year of its operation in the sum-
1891 and goes on to recount the economic
tural events that led up to the school’s es-
ent, including the role of the Long Is-

ilroad and the Hoyts in the development
ecock Hills as a summer resort. Later sec-
tail the initial design and construction of
nnecock School in the Art Village and of
house in 1891–92 and the progressive ar-
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living, pa Lübbren, “Breakfast at Monet’s,” in Impressionist Giverny:

f Artists, 1885–1915, ed. Katherine M. Bourguignon, ex-
atalog (Chicago: Terra Foundation for American Art,
. See also Nina Lübbren, Rural Artists’ Colonies in Europe,
0 (New Brunswick, NJ: Rutgers University Press, 2001);
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8 Ibid
9 See

ism in the
the French Impressionists took the act of
g out of the studio and into the open air,
hey could capture the transitory elements
ditions of landscape such as sunlight and
he development of the portable paint tube
el had made outdoor painting even more
and popular by the 1870s. Schooled in
and Paris, America’s painters increasingly
d to America beginning in the 1880s, estab-
tudios in New York City, and spent the sum-
nths painting out of doors with friends in
n rural American retreats much as they

their student years. Capturing the effect of
working in the direct sunlight, these artists
the rocky coastlines of Maine, the fishing
f Connecticut, and the towering white
s of Massachusetts. And “critics enthusiasti-
ponded to what they found refreshing, re-
, and soothing works of art.”7

e same time that artists sought locations for
plein air painting, affluent city dwellers and
retreated from urban confusion and heat to
ntryside on newly laid rail links to historic
gland towns and rustic seaports along the
Ocean. This back-to-naturemovement grew
he prevailing belief that those who lived in
dustrial cities, taxed by overwork, sedentari-
d anxiety, benefited from the restorative
s of the countryside and the curative and
utic benefits of sea bathing, cool ocean
, and salt air. In her book Visions of Belonging:
land Art and the Making of American Identity,
historian Julia B. Rosenbaum has explored
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tions from the stresses of modern life;
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1916), who espoused the belief that urban
s’ mental health required replenishment
untry sources. Rosenbaum posits that in ad-
offering the restorative qualities of fresh air,
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identified “as a place of refuge,… a spiritual
away from the crass materialism and the
f city living.”8 Verdant pastoral landscapes
cative colonial architecture came to be asso-
ith respect for history and tradition, an affir-
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of an Anglo-Saxon Protestant ethos.9

popular press furthered the call for outdoor
ublishing articles espousing the benefits of

B. Rosenbaum, Visions of Belonging: New England Art and
of American Identity (Ithaca, NY: Cornell University Press,
.
., 91; and see 1, 78, and 91–96.
also Dona L. Brown, Inventing New England: Regional Tour-
Nineteenth Century (Washington, DC: Smithsonian, 1995);
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er Beatrix won three successive women’s
r championships in United States Golf Asso-
competitions beginning in 1896, bringing
le publicity to the Shinnecock club.15 Both
painting and golf were new toAmerican va-
rs, and these two institutions would be
on land being developed by a subsidiary

ong Island Railroad (LIRR)—the Long Is-

307
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nding of the Shinnecock Hills Summer
of Art, 1890–1891

in the Art Interchange, the artist, teacher, and
resident of Southampton Rosina Emmet
d the founding moment of the Shinnecock
mmer School of Art: “In the Summer of
veral of the ladies who lived there, and
re anxious to form an artistic circle, got to-
to discuss the feasibility of starting an Art
at Shinnecock the following Summer, for
antage of those who wished to leave the

ing the hot months, and at the same time
p their art studies, and also those who
merely to dabble in painting as a Summer

sina H. Emmet, “The Shinnecock Hills Art School,” Art In-
1 (October 1893): 89; “Summer Art at Shinnecock,” New
, August 2, 1891, sec. 3, p. 24; J. R. C. Hoyt, “Shinnecock
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.”16 Presumably, it was soon after this dis-
took place that Janet Hoyt invited William
Chase, America’s most passionate and in-
l art instructor, to Shinnecock Hills to con-
lans to establish a summer school for
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B
Hoyt

etail of a map of Southampton showing Shinnecock Hills,
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g plein air painting. No record of the date
eeting or their conversation survives; how-
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1864, cmet, “The Shinnecock Hills Art School,” 89.
g match to Hoyt’s quick and comprehen-
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hibited a talent for drawing from an early
lowing the death of her mother, Sarah Bella
Chase, in 1852, Janet’s father, a leading abo-
and politician in Ohio and later President

, 1873. From Atlas of Long Island (New York: F. W.
Winterthur Portfolio 44:4
’s secretary of the treasury before becoming
stice of the Supreme Court in December
arefully guided the education of Janet and
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r sister, Kate.17 Both attended progressive
seminaries in Columbus and New York City
e tutored in French.18 To broaden her edu-
Janet Hoyt traveled abroad with her sister,
s by that time married to Senator William
(1830–1915), from April 1866 through
of 1867. During the winter of 1866–67,
ied painting in Dresden, where she first

ndace Wheeler, with whom she shared an
o.19Almost twenty years her senior,Wheeler
ecome a lifelong friend, colleague, and
.20 Following her term of study in Dresden,
joined her sister and two Sprague family
rs—William Sprague Hoyt, her future hus-
nd his sister—and toured Italy.21 Janet
lliam Hoyt were married on March 23,
“one of the most brilliant weddings which
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yt, Spragues & Co. commission dry goods
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ston Chase Hoyt” (typewritten manuscript, Department
an Decorative Arts, Metropolitan Museum of Art, un-
2; and Doris Kearns Goodwin, Team of Rivals: The Political
braham Lincoln (New York: Simon & Schuster, 2005), 43,
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and sister, and there are several references that use this
kname.
bel Ross, Proud Kate: Portrait of an Ambitious Woman (New
er, 1953), 34, 118. Ross writes that Kate and Janet Chase
t and French at Lewis Heyl’s Institute. This is most likely a
e of the Esther Institute and its founder, Lewis Heyl. See
Martin, History of Franklin County (Columbus, OH: Follett,
8), 400–402. Ross records that JanetHoyt was atMrs.Mary
s School in New York in 1862 and 1863. There are periodic
ents in the New York Daily Times and the New York Times for
ulay’s School from 1853 to 1873.
nNevin, ed.,The SalmonP. Chase Papers, vol.5,Correspondence,
3 (Kent, OH: Kent StateUniversity Press, 1998),106n. 15.
daceWheeler, Yesterdays in a Busy Life (New York: Harper,
8–99, 223; Edwin C. Hoyt Jr., “Janet Ralston Chase Hoyt
ace Wheeler” (memo to Caroline [sic] Lane, typewritten
t, Department of American Decorative Arts, Metropolitan
f Art, May 16, 2000), 3.
ssengers Sailed,” New York Times, April 7, 1867, 8; Peg A.
, Kate Chase and William Sprague: Politics and Gender in a Civil
ge (Lincoln: University of Nebraska Press, 2003), 89.
DistinguishedWedding,”NewYorkTimes,March24,1871, 5.
s were married by Bishop Charles P. McIlvaine at Saint
scopal Church, Washington, DC, and the reception at the
er sister and Senator Sprague was attended by President
the justices of the Supreme Court. See “A Full Account
et’s [sic] Chase’s Marriage from the City of Washington,”
erald,March 29, 1871, in Paul LeRoyHacker, A Story of Kate
ily (Bloomington, IN: AuthorHouse, 2006), 42–45.
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ence, the nationwide economic depres-
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pragues & Co. and the A. & W. Sprague
cturing Company and was followed by
th of both of their distinguished fathers.
inancial losses were kept in abeyance for
years as a result of Rhode Island bank loans
merous lawsuits; by 1881, however, the
ere left to the fate of supporting them-
hile maintaining a social life among the
rust of New York society.24

fident in their taste and creativity, the Hoyts’
investments in residential real estate in New
n Pelham, Southampton, and Shinnecock
elped sustain their lifestyle. While raising

dren, Janet Hoyt continued to sketch, design,
ch embroidery, illustrate books, and write
25 She also maintainedmany ties to the fine
orative artists of the period, including Julia
liam J. Emmet, whose daughters Rosina and
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died withWilliamMerritt Chase.26 In 1877,
oyt renewed her friendship with Candace
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anufacturer of light locomotives, she and
band were on the verge of amassing a major
ction and adding a wing to their Pittsburgh

elia Peck and Carol Irish, Candace Wheeler: The Art and
f American Design, 1875–1900, exhibition catalog (New
opolitan Museum of Art and Yale University Press, 2001),
128; “In the World of Society,” New York Times, January 18,
iding Industrial Education,”New York Times,May 23, 1885,
orld of Society,” New York Times, February 8, 1885, 3; “The
Critic 15 (February 21, 1891): 99.
elaideMellier Nevin, The Social Mirror: A Character Sketch of
of Pittsburg [sic] and Vicinity during the First Century of the
istence (Pittsburg [sic]: Nevin, 1888), 88.
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akManor, as a private art gallery. In the com-
s, the Porters invited Chase to Pittsburgh to
Carnegie International and Carnegie Li-
hibitions, funded Chase’s lecture for the
ents League and the Pittsburgh public at
negie Library in 1899, and purchased and
sionedpaintings fromChase.29 IfMrs. Porter
Hoyt and Chase’s meeting, she, too, would

en a persuasive presence.
ough Janet Hoyt’s idea to found an afford-
in air art school would enhance the social
he summer colonies of Shinnecock Hills
uthampton, she must also have seen the
potential as amarketing tool for increasing
perty values of Shinnecock Hills. Both she
ase excelled at self-promotion, and with
pect of his ready group of devoted students
e Art Students League and the invited resi-
f nearby Southampton, she knew the art
ould maintain attendance. Chase’s weekly
ritiques, open to the summer cottagers in
pton and Shinnecock Hills, would surely

nterest, accompanying press coverage, and
ge. Painting in the open air meant painting
ediate landscape of Shinnecock Hills, and
equent exhibitions of the summer work of
nd his students inNew York and throughout
ntry would further publicize the beauty of
and attract other students and vacationers.
h the school was founded for art students,
uld foresee that established professionals
lso be drawn to Shinnecock Hills, where
uld purchase homes, build studios, and es-
n artistic colony beyond the transient stu-
pulation.
ier on, small informal plein air classes and
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n Infanta, a Souvenir of Velasquez (signed in back “My little
Helen Velasquez posing as an Infanta. Painted by me at
k Hills, 1899Wm.M. Chase”). Porter also commissioned
aint an interior view of the hall of her home, OakManor.
ing bears the inscription “Tomy friendMrs.H. K. Porter.”
McQueen, “Private Art Collections in Pittsburgh,” in

n the Gilded Age: Art Patronage in Pittsburgh, 1890–1910,
l P. Weisberg, DeCourcy E. McIntosh, and AlisonMcQueen,
catalog (Pittsburgh: Frick Art and Historical Center,

–87. See also Anne L. Macdonald, Perrot: The Story of a
ld Greenwich, CT: Perrot, 2005), 13–16; a photograph
rter appears on p. 15 of this work (Anne L. Macdonald,
ssage [including research notes] to Cynthia Schaffner,
05; the authors thank Anne L. Macdonald for sharing
logy she compiledonAnniePorter); and “Porter/Obituary,”
imes, February 14, 1925, 13.
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1918), a protégé of William Morris Hunt
1879), once a student of the Barbizon
in the seaside summer resort of Magnolia,
usetts. Knowlton taught female students
been drawn there by the presence of Hunt
landscapes of Magnolia, which had popu-

the area.30 Thus, Hoyt’s idea of founding a
r plein air school in 1890was au courant but
ovative. What made it unusual was her
for charitable financing provided by
supporters, the large number of students,
construction of a campus.31

as Hunt and his followers had popularized a
usetts seaside resort, Chase and other ar-
brought attention to Long Island through
twork. Indeed, Chase was familiar with the
the LIRR took in providing artists plein

ortunities through his membership in the
b—a group of thirty-four notable New York
, sculptors, and architects who met together
1877 and 1887 for camaraderie, painting
mic tiles, and traveling with one another
p excursions and sketching trips. As the lead-
se art historian, Ronald C. Pisano, revealed
hibition catalogThe Tile Club and the Aesthetic
nt in America (1999), members of the Tile
nt on three sketching trips to Long Island.
ne 1878 sketching trip was proposed by
Mackay Laffan, a club member who was
LIRR’s passenger agent responsible for
ing tourism. Laffan coauthored an illus-
hronicle of the Tile Club’s trip in the Febru-
issue of Scribner’s Monthly and incorporated

erial in a promotional brochure for Long Is-
blished by the LIRR. Chase participated in
Club trips to Long Island, in 1880 and
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deric Scharf and JohnWright,WilliamMorris Hunt and the
olony at Magnolia, Massachusetts, 1876–1879, exhibition
alem, MA: Essex Institute, 1981).
a history of American landscape painting and plein air
in the late nineteenth century, see Weber and Gerdts,
Ways, 7–40.
nald G. Pisano, “Decorative Age or Decorative Craze?
d Antics of the Tile Club (1877–1887),” in The Tile Club
sthetic Movement in America, ed. Ronald G. Pisano, exhibi-
g (New York: Harry N. Abrams in association with the
at Stony Brook, 1999), 11–67. For further discussion of
nship between landscape art and the stimulation of tour-
ail S. Davidson et al., Frederic Church, Winslow Homer, and
oran: Tourism and the American Landscape, exhibition cata-
York: Smithsonian Institution, Cooper-Hewitt, National
useum, and Bullfinch Press, 2006).

33 Lo
York: Traf

34 “B
1890, 17;
14, 1891,
cess of the Shinnecock School, the 1895
rochure romanticized the establishment of
cock Hills by crediting Chase and his stu-
r the popularity of the area: “Its present
spective vogue is due to the artists who dis-
it, so to speak, and the result of their cele-
s in paint and illustration has been the
of a group of fine manors on the windy
overlooking both the sea on the south
onic Bay on the north.”33

date that Chase accepted the invitation to
e Shinnecock School remains unrecorded;
r, by October of 1890 the New York Daily Tri-
ke the news of plans for a summer school of
painting in Shinnecock Hills, concluding

e delightfully cool climate and bits of pictur-
enery make it a favorable spot for such an
ise.” By the following winter, on February 9,
he Shinnecock School was incorporated,
announcement appeared five days later in
York Times : “The ShinnecockHills Summer
of Art has been established for the purpose
ing facilities to students for the study of art
the summer months at moderate prices.
attention will be given to outdoor work.”34

ministrative staff of the school included
M. Chase as director and Lydia Field Emmet
ctor for the preparatory department. The
e committee consisted of William M. Chase
an), Mrs. H. K. [Annie] Porter, Candace
r, S. [Samuel] L. Parrish, Henry E. Howland,
S. [ Janet] Hoyt, Dora Wheeler Keith, and
Emmet Sherwood. As Chase was then
g at the Art Students League in New York,
s applied to the Shinnecock School through
issions office there.
ng American summer schools associated
ching institutions offering summer out-
sses, only the Shinnecock School included
nouncement a list of “Patronesses and Pro-
” Appearing in the list were the names of
ts and landowners of Shinnecock Hills;
stin Corbin (the wife of the president of
R); Henry E. Howland; Mrs. Francis Key
ton (the wife of an officer of the LIIC);

Winterthur Portfolio 44:4
l Wager Swayne; and the Shinnecock
s founders, Annie Porter, Samuel Parrish,
et and William Hoyt. Also listed were an

ng Island Railroad Co., The Beauties of Long Island (New
fic Department, Long Island Railroad Co., 1895), 40–41.
its of Long Island,” New York Daily Tribune, October 19,
“Shinnecock Hills Art School,” New York Times, February
4.
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deliberate formation of a patrons’ group
ly modeled upon Candace Wheeler’s estab-
t of the Society of Decorative Art in 1877.
atronsof theShinnecockSchool—Mrs.Astor,
gust Belmont, and Mrs. Abram S. Hewitt—
o supporters of Wheeler’s organization.36

nting on the Shinnecock School’s list of pa-
e New York–based weekly magazine for lit-
and fine arts, the Critic, stated in its issue of
y 21, 1891: “Art students seem to be attract-
attention of the rich and great to some pur-
is year,” and “now comes Mrs. W. S. Hoyt,
ng list of names behind her.”37

t Hoyt’s appeal to the patrons of the
ock School was likely her desire to keep tu-
w, to provide students from all economic
unds the opportunity to attend as a means
g careers in the fine arts. As the historian
n D. McCarthy states, philanthropic institu-
unded by women in the 1870s (the Society
rative Art, for instance) trained women for
in the decorative arts, whereas such philan-
institutions founded in the 1890s trained
for careers in the fine arts, as was the case
Shinnecock School.38 The authors of this
lieve that the experience in nonprofit en-
eurship acquired by women involved in
g and administering these charitable orga-
s enabled those same individuals to be-
r-profit entrepreneurs themselves; in the
Candace Wheeler established and main-
successful textile firm, Associated Artists,

et Hoyt entered the business of real estate
ecock Hills. Although no financial records
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t-up costs of the school.39 Chase later judi-

“ShinnecockHills Art School,”New York Times, 4. Among
esses listed wereMrs. Astor, Mrs. Charles T. Barnaby [sic],
st Belmont, Mrs. Andrew Carnegie, Mrs. Chauncey M.
rs. William Douglass, Mrs. Richard Ervin, Mrs. Abram S.
rs. Charles Carroll Lee, Mrs. Ballard Smith, Mrs. W. K.
t, and Mrs. W. C. Whitney. Among the promoters listed
rroll Beckwith, Andrew Carnegie, C. C. Haight, Richard
and Stanford White.
k and Irish, Candace Wheeler, 27.
e Lounger,” 99.
hleen D. McCarthy, Women’s Culture: American Philanthropy
830–1930 (Chicago: University of Chicago Press, 1991),

other article, by Susan Hayes Ward, suggests that a finan-
bution was a component of patronage for the Shinnecock
he idea of the Shinnecock school originated with some la-
hanks to the active co-operation of a number of influential
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worked with the enthusiasm of the zealot to
scheme in execution.”40

st Season of the Shinnecock Hills Summer
of Art, 1891

ial season of the Shinnecock School began
15, 1891, with 40 students in attendance.
n and women could enroll for any length of
by the end of the first season, onOctober 1,
total of 108 students from throughout

ited States had attended the Shinnecock
41 This first summer an “old red farmhouse
y shingled roof and open raftered rooms”
ted as the Shinnecock School’s studio.
tayed at the Shinnecock Inn, perhaps in
the inn’s cottages, and twenty female stu-
ved, by application, in Samuel Parrish’s
home, dubbed by the students “the Art
figs. 6; and 7, no. 2).42 The remainder of
ents rented rooms in the boarding houses,
uses, and various outbuildings of residents
ampton—appropriately rustic accommo-
the students adapted for their own artistic
es. One of these rented abodes, perhaps
rlow’s corncrib, is visible in a photograph
3) by Reynolds Beal showing art students
cted money enough to put the plan into operation.” Susan
d, “Fine Arts: Summer Art Notes,” Independent 43 (August
8.
t at Shinnecock Hills,” Brooklyn Eagle, August 8, 1892, 5.
“Summer Art at Shinnecock,” sec. 3, p. 24; The Fourth
f the Brooklyn Institute of Arts and Sciences (Brooklyn, NY:
Institute of Arts and Sciences, 1892), 183; and The Fifth
f the Brooklyn Institute of Arts and Sciences (Brooklyn, NY:
Institute of Arts and Sciences, 1893), 214.
. C. Hoyt, “Shinnecock Art School,” 1. The New York
tes this rented farmhouse “in ameadownear the high road
pton within a hundred yards of a creek which forms the

of the Indian settlement” (“Summer Art at Shinnecock,”
4). In 1888, the Shinnecock Inn and Cottage Company,
hanged its place of business from New York to South-
outhampton, East Hampton Star, October 6, 1888, 4.
otation on the back of the photograph records the art
s “R[eynolds] B[eal], Cad[wallader] Washburn, [Charles
ngley, and Addison T. Millar at Mrs. Harlow’s farm-
innecock Hills.” Archives of American Art, Smithsonian
, Washington, DC. And see Rockwell Kent, It’s Me, O Lord:
ography of Rockwell Kent (1955; repr., New York: Da Capo
7), 78.
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ging in neighboring farmhouses were $7.00
and tuition was $8.00 a month during the
mer session.44

Shinnecock School’s curriculum has been
cumented by art historians: it consisted of
ed work, criticism, lectures, and exhibitions.
days, Chase held public criticisms in the Art
during which student sketches were placed
rge three-tiered rotating two-sided easel,
pent several hours offering advice and com-
n all the week’s output by the students. On
s, students worked under Chase’s supervi-
a location suggested by him the previous
fig. 7, nos. 3, 4, and 9). He often executed

stration sketches for the students, all the
escribing his techniques for capturing a
ne such sketch from the opening season,

, illustrates Chase’s technique for beginning
by quickly capturing the basic elements of

re, the sand, and the seaside grasses with fast,
shstrokes across the canvas (fig.9). “True im-
ism is to render your individual impressions
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ano, Summer Afternoons, 14. For further discussion of
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The King’s
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48 Ke
tion to Chase’s instruction, there were
or beginners, and throughout the week stu-
inted independently, setting up their easels
mbrellas in Shinnecock Hills or working in
Studio if the weather was not conducive to
painting.46

temporary accounts of the Shinnecock
record that the students rose early and
assiduously throughout the day, sketching
nting.47 Rockwell Kent (1882–1971) re-

land,” ca. 1889. FromLong Island Improvement
. King [printer], 1889), cover. (Long Island Col-
Winterthur Portfolio 44:4
ram. Shinnecock Summer School of Art for Men and Women,
ason, 1897, reel N 69-137, pp. 460-62, William Merritt
ers, 1881–1964, Archives of American Art, Smithsonian
, Washington, DC; and see Pisano, The Students of William
se, 5–6.
e Elizabeth W. Champney, Witch Winnie at Shinnecock; or,
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nt, It’s Me, O Lord, 76.
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ry 1894): 66. There was a small exhibition of Shinnecock
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s were opportunities for informal criticism,
ebate, and amusements. The first summer,
adjoining Samuel Parrish’s house, humor-
scribed as being typical of the Shinnecock
rns with “polished floors, silver plated stall
and aesthetic rafters,” was decorated with
of artists’ palettes, trophies of sea grasses,
zens of Chinese lanterns for a dance with
rovided by a pianist, a trio of banjo players,
uitarist. These entertainments and the stu-
erceived Bohemian lifestyle—“roughing
innecock farm houses; the daily ramble in
of the picturesque; the freedom from re-
and convention; and the jibes and sneers
naesthetic rustics”—came to define the
ock School as an artistic community.49 As
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Notes and
as invited to view the show.51 Winter exhi-
f the summer school work of students were
ed by the Brooklyn Institute of Arts and
s from 1892 through 1896, the years it was
nsor of the Shinnecock School. Thereafter,
ons of student work were mounted under
purview in New York City until 1902, when
ol closed.52
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00, W. 63/4
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Winterthur Portfolio 44:4
artwork at Sanchez & Co. Gallery in April of 1894. “Art
itic 21 (April 21, 1894): 278; “The Shinnecock Hills Art
rt Amateur (May 30, 1894): 178. The Third Annual Exhi-
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And see P
necock art students painted outdoors, set-
portable easels and stools in the field to
their impressions of the immediate land-
fig. 10).55 This painting exemplifies the
nfluence that Chase had on his students:
nvases reveal an impressionistic palette, bra-
shwork, andmodern compositional devices,
y concentrate on depicting the activities of
re class, resemblingChase’s own Shinnecock
s. More than 1,000 students attended the
ock School over the twelve summers of its
e, including Rockwell Kent; Gifford Beal;
s Beal; Annie Traquair Lang; Ellen Emmet
oseph Stella; Emily Nichols Hatch; Charles
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rth Atheneum Museum of Art/Art Resource.)
ck Hills Summer School of Art and the Art Village 317
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Keramic Studiomagazine. Many of Chase’s
r school students went on to teach art,
ng Chase’s teaching methods and style
out America. Even those who did not be-
rofessional painters brought home an ap-
on and connoisseurship of contemporary
an art.56

success of the first year’s summer session
n attributed to the large number of stu-
hase’s acumen as a teacher, and the beauty
aintings—particularly the way in which he
d the sunlit hills and beaches and the bil-
cloud-filled skies of Shinnecock. What has
n explored until now is the role of the
cock School’s founders, particularly Janet
ole as a cultural impresario and real estate
er and the essential financial support of the
bringing the school to fruition. Ten years
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n. 2 above.
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ught the Hoyts’ attention.57 Corbin’s goal
evelop the Atlantic coastline of Long Is-
to the “greatest center of Summer resorts
rica.”58 Janet and William Hoyt had sum-
in Southampton for several years by that
d were the leaders in transforming this

n, Shinnecock Hills, ca. 1900. Oil
ort. Both would become involved in the de-
ent of Shinnecock Hills.

d William Hoyt as Cultural Impresarios
al Estate Developers

d William Hoyt first came to Southampton
Winterthur Portfolio 44:4
ton Chase Hoyt, see http://www.Ancestry.com/. And see
g Island Railroad: Drexel, Morgan & Co. Sell the Control
stin Corbin and Others,” New York Times, November 30,
he Long Island Rail Roads ChangeHands,” Brooklyn Eagle,
30, 1880, 2.
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ighbors of the Hoyts in Pelham, New York. In
mer of 1875 or 1876, the Emmets, with their
hters and four sons, and theHoyts, with their
ildren, Janet (b. 1872), Edwin (sometimes
Edwyn; b. 1873), Franklin (sometimes
Francklyn; b. 1876), and Beatrix (b. 1880),
ed in Southampton at the home of William
n SouthMain Street.59Having enjoyed sum-
in Southampton, in August of 1877, the

urchased property on the western shore of
pton’s town pond, the present-day Lake
, from a local sea captain, Augustus Halsey,
t a summer cottage. As theHoyts’ son Edwin
in an unpublished memoir: “My father in-
ne of the old captains to sell him part of his
land on the West side of the pond, half way
cean.… The old captains,” he correctly per-
“had no desire to hear the roar of the sea.
owner of the land and my father drove
in a buggy and staked it out without a sur-
nlike the “city people”who congregated in
nity of the south end of Main Street, the
always innovators, sited their house not
the road, as would have been expected
t on the opposite end of the property, over-
the pond and commanding a view of the
nd a glimpse of the village. Southampton’s
storian reported that the Hoyts’ house,
Barn, was Southampton’s “first mansion
in that locality,” and it established the heart
would become the estate section of the
pton summer colony (fig. 11).61 In fact,

yts’ house was one of three built simul-
ly in the new settlement near the beach by
n (or John) Elliott Aldrich (1842/44–1906),
builder from Aquebogue, Long Island.62
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A
tect,
cept
who
ect. T
signe
Islan
New
sion,
publi
Views
Home
illust
hous
ment
style
the s
that
for lo
firep
the P
desig
denc
Shinn

Fo
roofe
enco
habit
anno
a sum
hom
was d
style”
mond
floor
chim
tique

ck Hills Summer School of Art and the Art Village
ch, the Hoyts’ house provoked interest and
ersy. While some described it as “quaintly
others called it a “monstrosity.”63

venienc
Southam
thused t
ture, wit
the floor
counter
it seeme
old. Wi
for the s

C. Hoyt, “Notes on Summers at Southampton,” 2.
., 2; Suffolk County Conveyances, Augustus E. Halsey to
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ton Village, Babylon [NY] South Side Signal, August 18,

liam S. Pelletreau, “The New Southampton,” Long Island
(October 1893): 88.
thampton Village, Babylon [NY] South Side Signal,Novem-
7, 2; “Rest Out of Town: A Long Island Retreat,” New York
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7, 2; Pelletreau, “The New Southampton,” 89.
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at Southam
ough he had no formal training as an archi-
lliam Hoyt likely prepared a general con-
r Windy Barn and worked with Aldrich,
rsaw the details and direction of the proj-
is was the second house William Hoyt de-
his first was the family’s residence on Twin
verlooking Long Island Sound in Pelham,
rk. A three-story stone and shingled man-
was featured in the large-folio, four-part
tion Artistic Houses: Being a Series of Interior
a Number of the Most Beautiful and Celebrated
the United States, published in 1883–84. An
ion in that work of the hall of the Hoyts’
eveals the influence of the Aesthetic move-
hen reigning in America, and the Hoyts’
o reflects, in referencing America’s past,
ings of the Colonial Revival movement at
e (fig. 12).64 The couple’s predilection
l stone and shingle exteriors, large brick
es, and exposed wood-paneled interiors in
am house established a precedent for the
nd decoration of Windy Barn and the resi-
the Hoyts would later build and furnish in
ock Hills.
indy Barn, theHoyts used aDutch gambrel-
barn for inspiration, providing the first
ter with a Colonial Revival house for the in-
ts of Southampton. One local chronicler
ced that the Hoyts were planning to build
er residence “after the style of the old
eads,” but once constructed, Windy Barn
ribed as a “castle, built in prerevolutionary
th “gambrel roof, dormer windows with dia-
aped panes, roughly finished walls, and its
nd ceilings painted red,” and a “kitchen
y.… built wholly outside.… after themost an-
hion” yet outfitted with all themodern con-
es, including the first indoor bathroom in
pton.65 Although the New York Herald en-
hatWindy Barnwas “a great rambling struc-
h the scent of fresh pine and cedar trees in
s, walls and ceilings,” another local journalist
ed that, with somanymodern improvements,
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d “make-believe” rather than authentically
ndy Barn was, however, unusual enough
ame commentator to concede: “We believe

eorge William Sheldon], Artistic Houses: Being a Series of
ws of a Number of the Most Beautiful and Celebrated Homes
ted States, with a Description of the Art Treasures Contained
vols. in 4 (New York: D. Appleton, 1883–84), vol. 2, pt. 2,
4.
thampton Village, Babylon [NY] South Side Signal, August
2; and June 22, 1878, 4; E. C. Hoyt, “Notes on Summers
pton,” 3–4.
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ined to become one of the the [sic] principal
f interest and attraction in our village, and it
t, the greatest curiosity we can boast of.”66

not surprising that the Hoyts, who prided
ves on being artistically progressive, would
Colonial Revival house, and their choice of
gambrel roof, an early use of this roof type
eriod, indicates that they were in the fore-
a trend within the Colonial Revival dubbed
d Mania” by Annette Stott in her book
he years between 1880 and 1920, when
mericans celebrated the colonial Dutch,
than the colonial English, influence on
an culture. Certain scholars, such as T. J.
Lears, have defined this “recoil from an
ilized’ modern existence” by the educated
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Joshu
was b
desig
adhe
nece
in th
temp
inspi
archi
the f

T
Phila
ticula
Hom
hous
spurr
past.

Windy Barn, home of William and Janet Hoyt, Southam
f Edwin C. Hoyt.)
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ss.”67 Stott and other historians such as

Venice of the Sand Dunes,” New York Herald, July 21,
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l. 3, n.p., Long Island Room, Rogers Memorial Library,
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antimodern and progressive. New art and

were based on older traditions; however,
ts to the Colonial Revival recognized the

ty of incorporating modern technologies
traditional designs and as solutions to con-
ary societal problems. Thus, the Hoyts were
by vernacular Dutch Colonial farmhouse
ture, yet they included within Windy Barn
indoor lavatory in Southampton.68
U.S. Centennial International Exhibition in
lphia fromMay to November 1876, and par-
the exhibit of the New England Farmer’s
nd Modern Kitchen of 1776, inaccurately

on, NY, ca. 1880. Photograph; H. 61/2
00, W. 1100.
Winterthur Portfolio 44:4
o Press, 1981), xv; and see Annette Stott, Holland Mania:
wn Dutch Period in American Art and Culture (Woodstock,
ok, 1998).
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Nineteenth-Century Fairs,” in The Colonial Revival in
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70 For
Revival in
ed architects and journalists to publish
raphs and drawings of colonial buildings
riors in books and magazines. One of these
ts was Charles Follen McKim (1847–1909),
872 may have been the first to restore and
rooms in an eighteenth-century house (in
t) and to decorate other houses (in New
in the colonial style. Commencing in 1874,
who was the de facto editor of the New York
ok of Architecture, themost influential and ad-
architectural journal of its day, published

nited States, 2 vols. in 4 (New York: D. Appleton,
53Ar7F v. 2, pt. 2, Metropolitan Museum of Art;
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s of his own nascent Colonial Revival proj-
photographs of eighteenth-century colo-
port architecture.70 While the Hoyts likely

a detailed discussion of the 1869–76 birth of the Colonial
architecture, see Vincent Joseph Scully, The Shingle Style:
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ed to this journal, more important is that
oyt served on the Society of Decorative Art’s
ious Committee on Design with McKim,
he came into contact with some of the most
and influential architects, designers, and

f the day.71 In December of the same year
Hoyts purchased their land in Southampton,
land Cady made a speech to the New York
of the American Institute of Architects,

ed in American Architect and Building News,
h he praised the old Dutch farmhouses of
rsey (also present on Long Island) as an
ilding type. The gambrel roof became the
c feature of modern Dutch Colonial archi-
.72 Such Dutch architectural elements—
oors, and even windmills—would remain
ive theme in theHoyts’ future architectural
.
hampton’s first “modern colonial” summer
built by the Hoyts near the Atlantic Ocean,
a dramatic transformation for this small,
seashore community. Cherished by out-
ecause it was remote and picturesque,
mpton, like many other late nineteenth-
American communities, became a stylish
estination in a three-part cycle recorded
n Lawrence Godkin in his 1883 satirical es-
led “The Evolution of the Summer Resort.”
ng to Godkin, rustic communities attracted
s, like the Hoyts, seeking an informal,
, and inexpensive place to stay, or artists
ng for the picturesque. First, newcomers
with a local farmer; second, these boarders
permanent summer visitors staying in

g houses and inns developed by the local res-
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DoraWheeler, Janet Chase Hoyt, Russell Sturgis, Edward
, John LaFarge, Francis Hopkinson Smith, George F.
rles Follen McKim, Mr. Hester [Herter?], Daniel Cottier,
na DeKay Gilder, Mrs. R. Terry, and Mrs. Frank Palmer.
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little more than two decades, from 1870 to
e isolated rustic village spawned a modern
ont neighborhood of more than 125 sum-
tages on land once used only for grazing cat-
so built and organized were private clubs and
s for summer leisure activities—sea bathing,
nnis, polo, sailing—as well as the utilities
vices to support the lifestyle of the vacation-
anites.
er the subhead “An Inventive Genius,” aNew
ald journalist reporting on summer life in
pton wrote: “The credit of inventing South-
should properly be given to Mrs. William
, that original daughter of the late Chief
Chase, whom chance and a love for pure
freedom first attracted to the spot.” The
further reminisced: “Ah! Those good old
‘Windy Barn’—they set a pace for South-
which has never been improved; they insti-
abit of free, fresh, joyous out door life which
and affection have wrestled with in vain.”75

n Hoyt remembered, Windy Barn was “con-
filled with friends coming and going. There
is on very poor grass courts, and they went

on the pond in catboats. There was good
g.… And we went crabbing at Mecox and
in the ocean and pond.” He also ascribed
arents the founding of Saint Andrew’s by-
(after 1884, Saint Andrew’s Dune Church),
opalian congregation organized in 1879 to
mmer residents during themonths of June,
August (fig. 13; and see fig. 5, upper right).
m a former Southampton lifesaving station
d between the bathing-beach pavilion and
adow Club, the church was a block from
arn, and theHoyts often housed the visiting
t their home.76

t Hoyt was also the “magic hand” that would
nsform Shinnecock Hills “into a well-known
as another journalist wrote, concluding that
“an artist of nomean order, and also amar-

Winterthur Portfolio 44:4
y energetic woman”—an assessment re-
by chroniclers in the ensuing decades.77

g on the success of their Southampton

ng Island Resorts: Southampton the Favorite with Fash-
eople,” New York World, July 27, 1890, n.p.
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stock company, the LIIC, was formed on
, 1882, “to build up a series of summer re-
ng the Atlantic coast of Long Island by pur-
large tracts of land at low rates, improving
nd reselling smaller parcels to individuals
ng a portion of the purchase money with
es at a good rate with deferred payments.”80

ober 20, 1883, the LIIC purchased at auc-
nearly 4,000 acres of uninhabited grazing
Shinnecock Hills for $101,000 ($25.56
).81
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ng the finest and most popular places in
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o create a market for American subject mat-
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Village

Village was originally designed to contain
cottages with a windmill large enough to
ll fifteen with water.119 Although the frame
ew Art Studio blew down during a heavy
he end of October 1891, by early January

drich had completed the studio and begun
mall cottages nearby.120By the end of April,
had started on the eighth cottage and the

nsider this exchange, between the charactersMr.Waite and
Elizabeth Champney’s novel Witch Winnie at Shinnecock

above), based upon the Shinnecock School: “‘This is my
outlook,’ he suggested, ‘toward Shinnecock Bay. That
f water and the flat land betweenmake a real Dutch land-
as good as a bit ofHolland. You fancy yourself at Zaandam
cht.’ ‘This is a most wonderful country,’ Milly replied.
s one of the moors of Scotland, the Indians suggest all
f Oriental races, and here we are in the Netherlands. It is
ed tour around theworldwithout the trouble or expense of
(84). Elizabeth Champney, married to J. Wells Champney,
d good friend ofChase’s,must havebeen very awareof the
preference for foreign subject matter and the desire of
artists to create a market for American genre and land-
tings.
uthamptonTown,East Hampton Star, February26, 1892, 5.
id., January 8, 1892, 5.
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ll. As reported in the local newspapers, the
s “though not of large proportions,” were
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the company.123 Committed to establishing
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colony, whose patronage was necessary for
necock School’s continued success (fig. 22).
le the Hoyts’ son Edwin remembered
ock Hills “as wonderfully wild,” Marietta
rode Andrews (1869–1930), a student at
necock School, described the site of the
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philanthropic goal in the establishment of
necock School.

Studio

nnecock School’s Art Studio was a simple,
ingly unusual, building for the Hamptons
; and see fig. 7, no. 8 [the photograph of
Studio in fig. 7, no. 8, was incorrectly iden-
“one of the cottages” in the periodical in
t was published in 1892]). Although the
dio was sited at the northeastern edge of
Village, it was the spiritual heart of it, “com-
g an extensive view of the moor-land and
pton farms” as well as an exquisite view of
to Shinnecock Bay.132 The exterior of the
io was composed of vertical bark-covered

s” (half-timbers), an immense rough stone
y, porches with railings fashioned from bark-
tree branches, and a “Dutch” door divided

oard inMrs.Harlow’s corncrib becausehis aunt had rented
e out. Kent, It’s Me, O Lord, 78.
C. Hoyt, Notes on Summers at Southampton, 3; Andrews,
a Poor Relation, 386.
drews, Memoirs of a Poor Relation, 386.
toinetteDeForest Parsons, “SummerArtLife at Shinnecock
ota,” St. Paul Dispatch, June 27, 1895, Women’s Edition,
.
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orizontally, all covered by a sloping Dutch
f, probably shingled.133

choice of the Dutch kick roof and theDutch
ntinued the trend of “Holland Mania.” Se-
rustic log slabs for the Art Studio seems
within the context of contemporaneous
toric Hamptons architecture. Yet it was fit-
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c rural naturalism. By the time theArt Village

Art S
with
mem
Com
Fran
mer c
mer
roug
used

T
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r a drawing, a photograph, and a rendering of the exte-
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cock Hills, Long Island, ” no. 8 [incorrectly entitled
the Cottages”], in Poindexter, “The Shinnecock Art
24; and an undated ink-on-paper drawing of the Art Studio
olmesNicholls (collection ofMr. andMrs. S. S. Benjamin).
etches of the Art Studio by Zella de Milhau, in Emmet,
necock Hills Art School,” 90; and by J. Wells Champney,
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2004), 13
io rests upon Janet Hoyt’s close friendship
ndace Wheeler and her daughter Dora,
rs of the Shinnecock School’s Executive
ttee. Candace Wheeler and her brother
Thurber founded the artistic Catskill sum-
onyOnteora in 1888, adjacent to their sum-
reats, where logs and log slabs, as well as
tone chimneys and raw-wood shingles, were
piously.
interior of the Shinnecock School Art Studio
ge, barnlike work space in which Chase con-
his famous critiques of student work among
ils and the wealthy Southampton cottagers.
rectangular room, supported by exposed
ewn wooden beams, with a robust stone

Hills, Suffolk County, N. Y.,” 1892. (Southampton
Winterthur Portfolio 44:4
e on the south wall opposite adjoiningmulti-
indows on the north wall. The walls were
ed vertical wooden boards, with horizontal

ow to Build and Furnish Them, the primary published source
rondack rustic style. See also Cheryl Robertson, “Nature
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nd Crafts Colony, ed. Nancy E. Green, exhibition catalog
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7.
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Fig. 22. Detail of map of Suffolk County, NY, showing the Art Village (in green, to the right of the word “Hills”) and
Chase’s
(New Yo
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house (at left, below the Ns in “Shinnecock”), Shinnecock Hills, NY, 1894. From Atlas of Suffolk Co., N. Y.
rk: F. W. Beers, 1894), n.p. (Southampton Historical Museums and Research Center, Southampton, NY.)
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