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H ere’s the good news about
today’s kids: 
They’re having less sex. 
They’re doing fewer drugs.

They’re smoking less.
But for a worrisome dip in dairy con-

sumption, we should all feel buoyant
about the Centers for Disease Control
and Prevention annual Youth Risk Be-
havior Survey.

Except that we don’t, and it’s not just
because teenagers aren’t quaffing down
milk like they used to.

It’s because our teenagers are
stressed out, depressed, anxious and
more isolated than ever before.

And they shouldn’t be.
By every measure

kids are far safer to-
day than they were
when I grew up in
the 1970s. In fact,
this may be the
safest time to be a
kid in America ever.

Crime — particu-
larly violent crime —
is down. Child mor-
tality has been halved
since 1935. Reports of

missing children are down 40 percent.
Kids are nearly two thirds less likely to
be hit by cars today than they were in
the 1990s.

Even school shootings, the bane of
contemporary America, are actually
less common than they were in the
1990s, James Alan Fox, a Northeastern
University criminologist, has demon-
strated. Four times the number of chil-
dren were killed in schools in the early
1990s than today, Fox reports.

So why is anxiety among kids
through the roof?

The number of teens reporting “feel-
ings of sadness or hopelessness,” suici-
dal thoughts and days absent from
school out of fear of being victimized by
violence or bullying have all risen since
2007, the CDC reports.

“An adolescent’s world can be
bleak,” Dr. Jonathan Mermin of the
CDC told The New York Times. “But
having a high proportion of students re-
port they had persistent feelings of
hopelessness and 17 percent consider-
ing suicide is deeply disturbing.”

And counter-intuitive in an environ-
ment that should make us feel more se-
cure and assured than ever. Among older
tweens and those in their twenties, anxi-
ety has skyrocketed, with nearly twice as
many youths saying they feel “over-
whelmed” than they did in 1985.

What’s happening here?
In part, what’s happening is that we

are trying to fundamentally reverse a
pattern of human behavior that has
been with us for 10,000 years. We have
gone from a society in which families

Lost sense of
community
is harming
our kids

BY ALAN BISBORT
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Y ears ago, when
Laurence Made-
line, the Chief Cu-
rator for French

National Heritage, began for-
mulating the idea for
“Women Artists in Paris,
1850-1900,” a provocative
new exhibition at the Clark
Art Institute in Williams-
town, Mass., she had to comb
the back channels of major
museums and institutions to
find suitable candidates.

“Many of the paintings by
women artists of the 19th
century had been sitting for
years in ‘deep storage’ be-
cause the demand to exhibit
them was not there,” said
Madeline, the guest curator
for The Clark’s exhibition.
“Some had deteriorated bad-
ly in condition.” 

Today, however, that situa-
tion of talented women artists
consigned to obscurity has
been turned on its head. 

“Now paintings like these
are on permanent view in all
museums that own them,”
said Madeline.

The Clark exhibition,
which runs until Sept. 3, fea-
tures 70 paintings that Made-
line has drawn from
collections worldwide, many
of which have never been on
view in the U.S. The featured
artists also came from all
over the world to breathe the
creative oxygen in Paris dur-
ing the second half of the
19th century, a time when the
metropolis was modernizing
and there was seemingly an
academy, salon, museum,
artist’s studio or gallery on
every block.

Some familiar names are
included among the painters:
Mary Cassatt, Berthe
Morisot and the amazing
Rosa Bonheur. But the pro-
files of lesser-known but
equally talented women
artists will surely be raised
by this wide-ranging show. 

One of the most impressive
is Elizabeth Nourse (1859-
1938), who came to Paris
from Cincinnati in 1887 to
enroll at the prestigious

HONORING WOMEN

BY TRACEY O’SHAUGHNESSY
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J ust before sunrise, in
June 1859, Louis
Legrand Noble, a minis-
ter and a poet, ap-

proached Cape Race, at the
southeastern tip of the Avalon
Peninsula, Newfoundland. 

With him was America’s most
popular and successful painter,
the son of ministers increasingly
captivated by scientific advance-
ments. Cape Race was a place
known to explorers like these
two; for 300 years or more, ad-
venturers had threaded through,
by or around it, in earnest-but-
doomed hunts for the elusive

Northwest Passage.
But Noble and his shipmate,

the painter Frederic Edwin
Church, were not looking for
trade routes, fur or gold mines.
Their object was a monolith
whose vast outlines pierced the
cloaking fog.

“Icebergs! Icebergs!” Noble
later wrote. “There they were,
two of them, a large one and a
smaller: the latter pitched upon
the dark and misty desert of the
sea like an Arab’s tent; and the
larger like a domed mosque in
marble of a greenish white.”

Icebergs, which Noble later de-
scribed as “the dread of mariners
and the wonder of the traveler,”
were the object of the pair’s obses-

sion. Noble saw in their muscular
terror an affirmation of his faith.
Church saw majesty, monumen-
tality and  not incidentally  money.

It’s impossible to overstate the
mania for Arctic visions in 19th
century America. And Church,
with one masterpiece, “Niagara,”
behind him and another “The
Heart of the Andes,” a blistering
success, was looking for new sub-
ject matter.

The Mattatuck Museum’s
newest exhibit, “Icebergs!” rep-
resents part of Church’s answer
to that quest. It showcases an oil
sketch  not much bigger than a
post card  from the Museum of
Fine Arts, Boston, likely painted
on that 1859 voyage with Noble to

Labrador and Newfoundland. It’s
not the size of the sketch  or the
large oil from the Mattatuck’s col-
lection that accompanies it, that
accounts for its power. It’s the
fact that Church probably painted
it while on the boat, in quick but
certain strokes to showcase the
splendor of this natural phenome-
non that was becoming talismanic
in the mid 19th century.

And, what do you know, they
still are.

Art exhibits fill galleries at the Mattatuck
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Berthe Morisot, ‘The Cherry Tree,’ oil on canvas, 60 inches by 35 inches. It is one of the standout works in an
exhibit at the Clark Art Institute in Williamstown, Mass., of women artists in Paris.

New exhibit
displays
women’s
artwork
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See CHURCH, Page 2E

At right, Frederick Edwin
Church, between 1855 and 1865.

BRADY-HANDY COLLECTION
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protected not only their
own children, but the kids
next door and the cousins
down the street to one in
which “success” is meas-
ured by how many of our
children received presti-
gious, expensive educations
and moved away. 

Many of my friends with
grandchildren see their
progeny two or three times
a year, usually at milestone
celebrations, and often re-
quiring pricey air fare. “I’m
the one that sends the mon-
ey,” a friend told me recent-
ly. “Other than that, they
don’t really know me.”

When tragedies strafe so-
ciety, an inevitable chorus
of Cassandras materialize
to lament the decline of the
family and the loss of reli-
gion. But it’s far deeper
than that. It is not simply
that marriages founder,
leaving children on the
shoals of secular debauch-
ery, or a world of hookups
and indiscriminate sex has
left a generation of father-
less children.

It’s that we have severed
ourselves from the body of
communal living that nur-
tured feelings of identity
and belonging that we now
lack. We no longer share
stories; we swap posts. We
have insulated ourselves in
our own bunkers of SUVs
and Snapchat. We’ve drawn
up the moat and discour-
aged the drop in. Terrified
that our children will end
up on a milk carton, we
have marshaled them into
tanks, armed them with
electronic devices and inoc-
ulated them from boredom.

Dodgeball is dangerous. So
is stick ball, Red Rover and
the seesaw.

Whatever the intent of
our protectiveness, the
meta-message is clear to
our children: The outside
world is dangerous. Trust
no one. Oh, and take this
cell phone. Keep it with
you. Emergencies happen.
All. The. Time.

We then punt these leery
teenagers into a world of
suffocating college debt,
from which they can only
extricate themselves by
leaving everyone they knew
well so they can make as
much money as they want.

Well, who wouldn’t be at
wit’s end?

If we really want to
strengthen the family and
encourage resilience in our
youth, we need to reconsid-
er our mania for self-isola-
tion over community. Yes, it
would be better if parents
stayed together. But it
would equally be better if
neighborhoods stayed to-
gether, if siblings didn’t re-
quire frequent flier miles to
converse , if coffee weren’t
something we grabbed at a
drive-through but shared
with a friend.

We need to move toward
more communities of in-
tent, where people want to
be integrated in authentic
relationships, not added to a
Linked In network.

Because what we thought
was making our kids safe is
making them more nerved
up than ever.

And we only have our-
selves to blame.

Contat: Tosh@rep-
am.com 

TEENS: Authentic
relationships are key
Continued from 1E

AMC CLASSIC 
TORRINGTON 6
89 FARLEY PLACE, TORRINGTON. 
860-489-5605

APPLE CINEMAS 10
920 WOLCOTT ST., WATERBURY. 
203-295-7777

APPLE CINEMAS
BARKHAMSTED
380 NEW HARTFORD ROAD,
BARKHAMSTED
860-288-7576

BANK STREET THEATER
46 BANK ST., NEW MILFORD 
860-354-2122

BANTAM CINEMA
ROUTE 209, BANTAM. 
860-567-0006

BETHEL CINEMA 
269 GREENWOOD AVE., BETHEL. 
203-778-2100

COUNTRY CINEMA
523 MAIN ST., WATERTOWN. 
860-274-2193

GILSON CAFE & CINEMA
354 MAIN ST, WINSTED. 
860-379-5108

MOVIE HOUSE 
MILLERTON
48 MAIN ST., MILLERTON, N.Y. 
518-789-0022

PLEASANT VALLEY 
DRIVE-IN THEATER
47 RIVER ROAD, BARKHAMSTED. 
pleasantvalleydriveinmovies.com

Jurassic World: Fallen Kingdom 7 p.m.
Adrift 7 p.m.

REGAL BRASS MILL 
495 UNION ST., WATERBURY. 
844-462-7342

RIVERVIEW CINEMAS 8
690 MAIN ST. SOUTH, SOUTHBURY. 
203-266-0088

STARPLEX CINEMAS 12
1821 MERIDEN WATERBURY ROAD,
SOUTHINGTON. 860-628-0029.

SEYMOUR CINEMAS
814 DERBY AVE., SEYMOUR. 
203-734-2000

MOVIE THEATERS

Academie Julian. 
“She left after three

months when the instructors
told her she had already mas-
tered her studies,” said Es-
ther Bell, The Clark’s
organizational curator for
“Women Artists in Paris”.
“She then established her
own studio in Paris and re-
lied on commissions.”

Nourse eventually became
the first American woman to
be voted into Société Na-
tionale des Beaux-Arts; the
real measure of her talent,
though, was that the French
government purchased one of
her paintings. Particularly
striking here is Nourse’s 1892
self-portrait, an image so in-
tense and proud that were it
painted today would no doubt
include a dragon tattoo.

“Nourse’s image was craft-
ed to assert herself,” ex-
plained Bell. 

Nourse was one of several
women artists in the show
who, like Mary Cassatt, nev-
er married. Marriage was, in
fact, an impediment to a ca-
reer in the arts for women in
France in the 19th century.
“Many women artist had to
give up their careers; hus-
bands couldn’t abide them
being on their own like this,”
said Bell.

One of the few women to
successfully navigate the bal-
ance of art with a “tradition-
al” lifestyle was Berthe
Morisot (1841-1895). 

“Morisot managed to bal-
ance the house and the paint-
ing and marriage, a rare feat
of juggling,” said Madeline. 

Morisot was one of three
sisters, all of whom were tal-
ented artists. Growing up,
they had their own art

teacher, but as they reached
maturity two of the Morisot
sisters dropped out for fear
of not being able to get mar-
ried and, thus, being left fi-
nancially helpless. In “The
Sisters” (1869), Berthe
Morisot paints herself sitting
next to her sister Edma, soon
after the latter had married.
Her careful attention to the
sisters’ similar clothing and
hair styles suggests their in-
timacy.

“How you dressed was
part of the art of 19th-centu-
ry Paris, and Morisot was the
master of image fashioning,”
said Madeline. 

Similarly, a number of
paintings in the show are of
women at “toilette” the elab-
orate ritual of “bathing, ap-
plying cosmetics and
perfume, and dressing.” 

“The artist is first painting
herself in the mirror and
then painting a canvas. They
are one and the same talent,”
said Madeline.

Other intimate domestic

scenes contained children,
and no artist was better at
painting such genre settings
as Cassatt who, ironically,
never had children of her
own. “Mary Cassatt was not a
mother, but she made her liv-
ing painting children, said
Bell, pointing to “Children
Playing on the Beach” (1884). 

Morisot was adept at this
genre, too, as seen in one of
the show’s standout works,
“The Cherry Tree” (1891), in
which a daughter helps her
mother gather fruit in the or-
chard. “She did not see this as
the Garden of Eden revisit-
ed,” said Bell. “She saw it as
the modern woman passing
on knowledge to her child.”

Amelie Beaury-Saurel’s
“Into the Blue” (1894) pres-
ents what would normally be
a forbidden sight: a woman
sitting alone in a public
place, drinking coffee and
smoking a cigarette so rumi-
natively that the smoke of
her exhalation can be seen.
“The subject represents a

very modern woman doing
what she liked,” said Made-
line. “Beaury-Saudel created
this modern image but in her
personal life was quite con-
servative. There are a lot of
paradoxes like this through-
out the exhibit. Nothing is
that simple that it can be re-
duced to one thing.” 

An equally “liberated” im-
age is Louise Breslaw’s “The
Friends” 1881, wherein the
artists paints herself in pro-
file at the easel and her two
roommates, one a painter,
the other a singer, three in-
dependent women in Paris.

If you only saw the first half
of this show, you might as-
sume that women artists had
only a limited number of al-
lowable subjects: Portraits,
social scenes, interior family
scenes, children. You will be
surprised, then, to find women
painters diving into land-
scapes, such as the Swedish
painter Emma Lowstadt-
Chadwick’s small beach scene
at Brittany, “Beach Parasol,
Brittany” (1880), about which
Bell said, “It’s a powerful im-
age of a woman artist painting
another woman artist.” Even
proto social realism can be
found here (Marie Bashkirseff
“The Meeting” from 1884, in-
fluenced by her readings of
Zola).

But the real masterwork is
“Ploughing in Nivernais”
(1850) by Rosa Bonheur
(1822-1899), a riff on cattle
drivers as representing
French agrarian heritage or,
as Bell says, “everyday hero-
ism.” Though large-scale his-
tory paintings were seen as a
man’s subject and at the top
of the hierarchy in the 19th
century painting, Bonheur
made the genre her own. 

“She was a real feminist,”
said Bell. “She wore pants in
public and had to get a spe-
cial police permit to do so
and had a lifelong woman
companion. She visited
stockyards, slaughterhouses
and had even befriended
Buffalo Bill.”

Bonheur was also hugely
successful, the first woman
to receive the Légion d’hon-
neur, the highest French or-
der of merit. 

PARIS: Some paintings never viewed in U.S.
Continued from 1E

“Icebergs” brings together
a series of iceberg-related
paintings,  two by Church
and three by his contempo-
rary, William Bradford. The
exhibit is the first part of a
collaboration between the
Mattatuck and the Museum
of Fine Art, Boston, funded
by at $2 million grant to
bring major American works
of art to smaller institutions.
As such, it portends more ex-
pansive exhibits to come. As
it is, the plucky exhibit is a
captivating reminder of the
pivotal role Church, a Hart-
ford native, played in the
American imagination.

It was the imagination that
thirsted to be stoked in 19th
century, in part because so
many layers of the world’s
mysteries were being peeled
back simultaneously. Ad-
vances in science, technolo-
gy, archeology, optics and
engineering were reshaping
how humanity thought about
its origins, its geography and
its Biblical certitudes.
Church found himself hip-
deep in this protean world,
the disciple of the devoutly
religious Thomas Cole who
saw landscape as evidence of
God’s majesty, and a devotee
of the German explorer
Alexander von Humboldt,
whose “Cosmos” encouraged
artists to travel to the heart of
the natural world and record
it with scientific precision.

Church, in other words,
stood at the vortex between
Empiricism and Romanti-
cism and chose, as his lan-
guage, a little bit of both.

What that means for viewers
is that they will see the Fred-
eric Church who poured suf-
ficient divine awe into his
canvases to make the devout
not only swoon, but avow
their religious conviction.
But they will also see a man
in thrall to science, to the
world as a rough, rugged and
heroic place, waiting to be
documented and scrutinized.

The two studies of icebergs
exhibited here area a re-
minder of Church’s preter-
natural skill, his staggering
capacity to inscribe sky with
a beatific swell, his ability to
marry accuracy and elegy in
the same canvas. Even in a
tiny painting like the MFA’s,
Church’s facility with the cit-
rus-salmon light that soaks
the iceberg is breathtaking.
The Mattatuck’s work, which
is slightly bigger, is a darker,
horizontal work. Here the
ocean is a still, mahogany
brown and the grizzled, lead-
en iceberg to the left looks
less like ice than a craggy
granite outcropping. It’s the
anomalous iceberg that gets
you; the way it stabs the sky
with arresting authority, a
slender blue stripe ribboning
through the glacial white, the
remarkable effect of light on
the blinding snow.

For Church, the glacier
was both stark canvas and
freakish sublimity. It was
everything the folks back
home wanted  fantastical and

exquisite, overwhelming and
petrifying. The sublime was
the terrifying seen from a po-
sition of safety, to use Ed-
mund Burke’s definition, and
when Church unveiled it
pulling back black curtains in
a gas-lit auditorium, it must
have been cinematic in its
power and exotic in its sub-
ject. Though most Americans
would never see a glacier, the
fear of them, slicing through
ships on which many Ameri-
can workers still toiled,
would have been palpable.

It’s tantalizing to wonder
how each of the men on that
expedition would have expe-
rienced such phenomenon.
For Noble, a glacier was un-
equivocal evidence of the di-
vine hand. As he wrote;
“(T)his is all God’s own
world, which he holdeth in
the hollow of his hand, is
manifest from the impartial
bestowal of beauty. No apple,
peach or rose is more within
one network of sweet, living
grace, than the round world.”

Church’s attitudes might
have been less rapturous and
more empirical. He was in-
creasingly drawn to capture
the breadth of the natural
world with scientific preci-
sion. Indeed, his later depic-
tions of Jerusalem and the
Middle East were criticized
for being too precise and in-
sufficiently artistic. He had
gone to the Andes largely at
Humboldt’s assertion that all

the world could be seen at
this one location. It’s difficult
not to admire Church’s peri-
patetic curiosity; While in
South America, he traveled
600 miles up the Magdalena
River and spent days on a
mule to see volcanoes in the
Andes.

Church’s ultimate master-
piece, “The Icebergs,” an op-
eratic crescendo now at the
Dallas Museum of Art, was
exhibited in 1861, by which
time the United States had
descended into Civil War.
Church didn’t mince words
or allegiances. When he ex-
hibited the work publically,
he renamed it “The North
Church’s Picture of Ice-
bergs,” and allocated his ex-
hibition fees to support
soldiers’ dependents.

The Mattutuck’s exhibit
helpfully contains other
painters’ images of icebergs,
including the self-taught
William Bradford (1823-
1892), whose canvases tend
more toward Luminism. To
look at a painter like Brad-
ford in the context of Church
is to see the superior
painter’s uncanny mastery of
light, composition and brush-
work. Bradford captures the
rocky shore and fishing ves-
sels well, but his composi-
tions are pallid and formulaic
compared to Church’s.

The exhibit’s other winner
is Lynn Davis’ enormous
black and while photograph
of a glacier from 2004. To see
this ice formation, hollowed
out like an enormous conch
shell is to witness warming
seas with a vividness that is
as gut-wrenching as it is gor-
geous. Perhaps this is the
21st century’s version of the
sublime: The spectacular
erosion of the world as an
awkward-yet-commanding
aesthetic beauty. Is the
splendor of decay and loss as
forceful as those of majesty
and permanence? That’s one
of the many inevitable ques-
tions confronting viewers in
this small but compelling ex-
hibit at the Mattatuck.

CHURCH: Exhibit first of many to come
Continued from 1E

IF YOU GO
WHAT: “Women Artists
in Paris, 1850-1900” 

WHEN: Through Sept. 3

WHERE: Clark Art Insti-
tute, Williamstown, Mass.
HOW: 413-458-2303, or
clarkart.edu

IF YOU GO
WHAT: Icebergs!

WHERE: Mattatuck
Museum, 144 West Main
St., Waterbury

WHEN: Through Sept. 2

HOW: mattmuseum.org
or call (203) 753-0381

MATTATUCK MUSEUM

‘Icebergs’ by Frederic E. Church, 1873

COURTESY OF THE CLARK ART INSTITUTE

‘Self-portrait,’ Elizabeth Nourse (1859-1938)


