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PETER CROSS (English, c. 1645–1724)

Portrait of a Woman in Blue
c. 1700
Watercolor on vellum; oval, 9.2 x 7.3 cm (35/8 x 27/ 8 in.)
Signature: PC [in monogram] at right
Setting: original stained ivory frame
The Edward B. Greene Collection, 1941.554

Provenance
By 1875
Possibly Anthony Ashley-Cooper, 7th Earl
of Shaftesbury (1801–1885, Wimborne
St. Giles, Dorset).

1925
Humphrey Wyndham Cook; purchased
by Leo Schidlof (1886–1966, Paris) at
Christie’s (London) for £47.50 on July 9
(lot 319).1

Exhibitions
1889
Burlington Fine Arts Club, London,
Exhibition of Portrait Miniatures, no. 27
(listed as being by Lawrence Crosse).

By 1889
Sir Francis Cook, 1st Baronet (1817–1901,
Richmond, England, and Sintra, Portugal);
by inheritance to his son, Wyndham Francis
Cook (1860–1905, London).

1928
Purchased by Edward B. Greene (1878–
1957, Cleveland) from Leo Schidlof for
£100 ($500) on September 6; gift to the
Cleveland Museum of Art, December 5,
1941.

1950
The Metropolitan Museum of Art, New
York, Four Centuries of Miniature Painting,
January 19–March 19.

1901–5
Wyndham Francis Cook; by inheritance to
his wife, Frederica Evelyn Stillwell Cook (née
Freeland, died 1925, London).

1941
The Cleveland Museum of Art.

1905–25
Frederica Evelyn Stillwell Cook; by
inheritance to her son, Humphrey Wyndham
Cook (1893–1978).
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LIVING IN LONDON, the youngest of seven children, Peter
Cross was probably apprenticed to a limner following the death of
2
his wealthy father. His first miniatures date from around 1661, and
he remained active until his death, ushering the medium into the
eighteenth century; the greatest British miniaturists working
during his lifetime—Samuel Cooper (1608/9–1672), John Hoskins
(c. 1590–1665), Nicholas Dixon (active c. 1660–1665, died after 1707),
Thomas Flatman (1635–1688), Richard Gibson (1615–1690)—all had
died or ceased to work by 1700. Although ivory had been adopted as
a support for British miniature painting a decade before his death,
Cross exclusively used the older medium of vellum adhered to card.
The artist was also an avid collector, assembling an impressive group
of miniatures that included at least twelve works by his neighbor
Samuel Cooper. This collection was sold in 1722 at Cross’s house in
Covent Garden.
Cross’s style is distinguished by a fine stippling of colors that
combine to create soft, voluminous hair and pale flesh tones. His
later works tend to leave the prepared white ground of the vellum
bare—coincidentally, a strategy that was adopted by artists painting
miniatures on ivory to exploit the support’s translucence. The details
of his early instruction are still obscure, but some scholars have
postulated that Cooper trained Cross, whereas others note a greater
resemblance to the style of Hoskins, and still others detect a similarity
to French stippling and suggest that he may have been trained
3
overseas.
Mystery and confusion have surrounded Cross’s identity,
originating in part from his variable and misleading signature.
According to Graham Reynolds, Cross signed his works with the
2 Daphne Foskett, Miniatures: Dictionary and Guide (Woodbridge, Suffolk: Antique Collectors’ Club,
1987; repr., 2000), p. 520.
3 For the argument that Cross learned miniature painting from Cooper, see Mary Edmond, “Peter
Cross, Limner,” Burlington Magazine 121, no. 918 (September 1979): pp. 582, 585–86. For Hoskins,
see Graham Reynolds, English Portrait Miniatures, rev. ed. (Cambridge: Cambridge University Press,
1988), pp. 85–86. For Continental training, see John Murdoch, Jim Murrell, Patrick J. Noon, and Roy
Strong, The English Miniature (New Haven: Yale University Press, 1981), p. 158.

Figure 1. Peter Cross’s monogram in gold
(detail).

initials PC from around 1665 to 1691 and again in 1715, but he signed
what looks like LC (actually the monogram PC with a flourish)
4
from 1678 until 1716. For this reason, the artist was mistakenly
known as Lawrence, Laurence, or Lewis Crosse from around the
time of his death until 1930, and the monogram PC was sometimes
erroneously interpreted as indicating the work of the German artist
Penelope Cleyn (active 1668–1677) or the Italian flower painter Paolo
Carandini (d. 1662). Gradually, as miniatures with both signatures and
inscriptions have appeared on the market, the figure of Peter Cross as
an artist has become clearer. However, as late as 1987, Daphne Foskett
was considering the now discredited possibility that the signatures
PC, LC, and PLC might suggest the existence of three related
artists—an indication of how much work remains to be done before
Cross’s stylistic development is well understood.
Reynolds observes that Cross’s early works convey the “confidence
and the cynicism which we associate with the late seventeenth-century
court,” while those painted during the early decades of the eighteenth
century indicate a reorientation toward “the naivety, the modesty and
5
the unself-assertiveness of the national character.” In these respects,
Cleveland’s miniature lies on the cusp of this shift in attitude,
appropriate for a portrait dated around 1700. The miniature is signed
in gold with Cross’s monogram at the right, just below center (fig. 1).
4 Reynolds, English Portrait Miniatures, p. 84.
5 Ibid., p. 86.
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The artist depicted the unknown sitter almost full face before
a plain gray background with her head turned slightly to the right.
She dons a white gown trimmed with ruffles at the neckline and a
bright blue mantle over her right shoulder. Her powdered hair is
swept up and loosely covered either by the blue mantle or a scarf
of the same color. Cross frequently painted his female sitters with
very pale skin, but his works often have a mottled surface resulting
from deterioration. Such unevenness is remarkably absent from this
well-preserved miniature, the sitter’s dark eyes accentuating her pale
complexion. Her costume is commonly seen in late-seventeenth- and
early-eighteenth-century British portraits (fig. 2), and this type of
semi-dishabille hints at pastoral, classical, and fashionable morning
dress, all the while remaining timeless. The scarf draped loosely over
her head highlights the sitter’s virtue by alluding to classical matrons
as well as the chaste head coverings of Christian saints. Far removed
from the ornate gowns with stiff stomachers adorned with flowers,
ribbons, pearls, and lace, a loosely draped garment in a serene color
had the advantage of drawing attention to, rather than distracting
from, the likeness itself, thereby communicating the quality of
decorum so coveted in British portraits during the decades around
6
1700. A miniature by Cross in the Victoria and Albert Museum
depicts a sitter in a similar color and style of gown (fig. 3). This
portrait is dated 1707 and is signed in monogram but differs from the
Cleveland miniature in that the sitter’s hair is worn in comma-shaped
curls at her forehead and she does not wear a blue mantle over her
head.
Portrait of a Woman in Blue is in its original ivory frame, stained
a mottled brown to imitate tortoise shell. Although curatorial files
imply that the work was sent to Potter & Mellen in May 1951 for
reframing, the portrait was not placed in a new frame; instead, a

Figure 2. Portrait of an Unknown Woman,
about 1695–1700. Michael Dahl (Swedish,
1656/59–1743). Oil on canvas; 74.9 x 62.9
cm (291/2 x 243/4 in.). National Portrait Gallery,
London NPG712.

Figure 3. Portrait of Lady Katherine Tufton,
1707. Peter Cross. Watercolor on vellum; 8.5
x 6.8 cm (33/8 x 25/8 in.). Victoria and Albert
Museum, London, Alan Evans Bequest, given by
the National Gallery EVANS.48. © Victoria and
Albert Museum, London.

6 For the cultural and philosophical underpinnings informing dress and portraiture during the period,
see Aileen Ribero, Fashion and Fiction: Dress in Art and Literature in Stuart England (New Haven:
Yale University Press, 2005), especially pp. 339–47.
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split at the top was repaired. The 1904 catalogue of Humphrey
Wyndham Cook’s collection includes this miniature by Cross, and
it may describe the work as “oval paper on ivory . . . in tortoiseshell
frame,” but this description is based on the brown stain and should
8
not be interpreted as indicating a different frame. The current frame
is the same one in which the portrait appeared in the Burlington Fine
Arts Club exhibition of miniatures in London in 1889.
At the 1889 Burlington Fine Arts Club exhibition, this portrait
was one of twenty-seven miniatures dating largely from the sixteenth
and seventeenth centuries on loan from the art collector Sir Francis
9
Cook, 1st Baronet. The exhibited miniatures were the same twentyseven sold by his grandson Humphrey Wyndham Cook at Christie’s,
London, in 1925, indicating that the collection was formed early
and kept intact through at least two and a half decades and four
owners. The 1904 catalogue of the Cook collection states that
“[t]he miniatures, with a few exceptions, were in the possession of
the Shaftesbury family, at Wimborne St[.] Giles, Dorset. They were
10
acquired from the 7th Earl about the year 1875.”
The dealer Leo Schidlof purchased this miniature from the
1925 Cook sale for £47.50 and sold it to Edward Greene for £100
three years later. Schidlof was the dealer from whom Greene bought
most of his miniatures, but the prices Schidlof paid for the works
he sold Greene have rarely been recorded—evidence that sheds
light on the commercial aspect of their relationship. In 1928 Greene
bought several miniatures from Schidlof, who—if this case is
representative—made up the cost of works acquired at auction by 100
percent. In the coming years Greene deputized Schidlof directly to
buy miniatures for him at auction. cory korkow

7 According to a note referencing Potter & Mellen Inc. dated 23 May 1951, as documented in the
CMA curatorial file.
8 Wyndham F. Cook, Catalogue of the Art Collection, vol. 1. (London: Metchim & Son, 1904), p. 150.
9 Exhibition of Portrait Miniatures (London: Burlington Fine Arts Club, 1889), p. 72, no. 27, pl. XIII.
10 Cook, Catalogue of the Art Collection, p. v. It has not yet been possible to confirm that this
miniature was originally part of the Shaftesbury collection.
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