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Q%BREWORD

The National Museum of American Art, dedicated
to the art and artists who have contributed to our
cultural heritage, provides insight into who we are as
a people. Originating in 1829 when the first objects
were acquired for the future national collection, the
extensive holdings now constitute an invaluable
record of our creativity, hopes, and concerns.

A measure of the size of the collections is the fact
that this book can include only one percent of the
museum’s holdings. Even on the companion CD-

ROM, with its much greater capacity for both images

and text, the number increases to only approximately
three percent. These figures begin to suggest the
richness of the museum’s collections, while at the
same time implicitly cautioning against concluding

that the works seen here provide a definitive overview

of American art.

When the last survey of the collections was pub-
lished in 1985, eighty-one works, ranging from
colonial portraits to modern abstractions, were
selected to represent the museum’s holdings.

All were paintings or sculptures, and all were based
on European forms and traditions, with some inflec-
tion of native experience. American art was pre-
sented, in effect, as a steadily unfolding story of
progress, from the time of the English settlers’ arrival
on the East Coast to the present day.

A decade after the publication of that book, the
path of American art now appears not only more
complicated but also more interesting—a journey
with detours and switchbacks, byways and alternate
routes paralleling and intersecting the long-accepted
“mainstream” pathways. In recent years academic
study has shifted from traditional art history and
stylistic development to larger ideas about visual

culture and material objects. Similarly, the museum’s
collections have notably broadened in the past dec-
ade, with new programs in photography, folk art,
and crafts. Each of these arcas was once considered
marginal, “not really art,” but each is now recog-

nized as necessary for an understanding of our visual
culture.

The photography collections originated in 1983
with the transfer from the National Endowment for
the Arts of approximately eighteen hundred images
dating from the 1960s to the 1980s. Greatly ex-
panded to encompass the entire history of the
medium since the mid-nineteenth century, these
collections now reveal visual traditions that were
both independent of painting and a complement to
the portraits, landscapes, and scenes of daily life
presented in other media.

The museum’s craft exhibitions began in 1972
with the opening of the Renwick Gallery in a historic
building at 17th Street and Pennsylvania Avenue,
across from the White House. It was not until the
mid-1980s, however, that the idea took shape to
build a permanent collection of modern American
crafts, with the support of the James Renwick
Alliance, the Smithsonian Institution Collections

Acquisition Program, and other donors. The enduring

attraction of hand-crafted objects made of fiber,
metal, wood, glass, and clay is one of the hidden
stories of American art, neglected far too long as
peripheral to the fine arts. Not simply representing
the oldest art traditions, crafts have renewed signifi-
cance in a world shaped increasingly by technology
and mass culture.

In 1986 the museum made the decision to collect
works by untrained artists—conventionally called
“folk art,” although often not based in true commu-
nity folk traditions. As we contemplated acquiring a
major collection from Herbert W. Hemphill, Jr. of
New York, the question arose as to whether these
wonderful objects are really “art™ or merely intrigu-
ing eccentricities. This debate now seems beside the
point, as we clearly realize that most "makers™ in
America, from colomal davs to the present, have
lacked tormal training. By improvising materials,
borrowing ideas from many sources, and delving into



personal experience, self-taught artists have tapped
vast reservoirs of creativity. How could a museum
devoted to American art not include such riches?

The major issues faced by American society in the
recent past have also shaped our collecting. Fair and
equal representation of the finest accomplishments of
all groups and people became a major concern in
both public life and museums. The National Museum
of American Art has made a concerted effort during
the past decade to acquire important works by
African-American, Latino, and Asian-American
artists. (Native American art is the province of two
other Smithsonian museums.) Recognizing the extent
to which the early collections emphasized work by
East Coast artists, we sought outstanding examples
from other regions in order to fulfill the museum’s
mandate as a truly national collection.

Today, when we ask what American art means
within this larger context, we know there is not one
answer but many. Each answer bears the imprint of
the speaker. This book, then, does not concentrate on
a formal discussion of individual works, but instead
offers diverse comments, anecdotes, and opinions.

This focus on the collections is also implicit testi-
mony to the museum’s strong commitment to re-
search. The sampling of comments accompanying
each object is intended to arouse the reader’s curiosity
rather than to satisfy it. As the nation’s premier study
center for American art, this museum offers a major
library, seven automated research databases, a journal
for the publication of new scholarship in the field, a
program of fellowships and internships, as well as
specialized curatorial research.

Each artwork is many things at once: a nonverbal
communication in the formal language of design and
color, the personal expression of an individual artist,
a distillation of social and historical currents, and
more. In this book the objects are organized in
sections that invite comparisons and relationships.
By keeping the organizational structure loose and the
categories broad, not defined chronologically or
stylistically, we encourage the reader to discover
connections across the full range of works.

While this book was being prepared, we were also
in the process of reinstalling the collections in our
historic building. Many of the discussions about
which works to install, their relationships in the
galleries, and the information needed on the wall
labels have informed the selections for this book. It
serves, then, as a kind of tour by printed page, retain-
ing some of the sense of discovery that makes visiting
a museum such a special kind of experience.

J@CKNOWLEDGMENTS

This overview of the National Museum of American
Art is, above all, a tribute to the ingenuity of the
artists and the generosity of our donors. To each of
the artists who created these remarkable works, and
to the many individuals who were inspired to collect
and contribute them, we give our heartfelt thanks.

The need for a new publication celebrating the
collections was discussed for several years. The
project became a reality when a collaboration was
arranged with the Smithsonian Associates, Mara
Mayor, director. The opportunity to share these great
national collections with such a distinguished group
of people across the country was a further stimulus to
this project.

Merry A. Foresta, curator of photography, agreed
to coordinate her colleagues in the curatorial office to
select the objects that would be included. She worked
closely with Publications Department editor Janet
Wilson and project assistant Julie Strubel, who
researched the historical and contemporary quota-
tions that accompany each object. The resources of
the museum’s library, under the leadership of Cecilia
Chin, and of the Smithsonian’s Archives of American
Art, ably directed by Richard Wattenmaker, proved
invaluable in searching out the most insightful mate-
rial for each work.

Our goal was to create a book that would delight
the reader’s eye while inspiring curiosity about the
extraordinary range of our works produced over
more than two centuries. Steve Bell, NMAA graphic
designer, created the lively appearance of this book,
with its flexible presentation of objects. Courtney
DeAngelis orchestrated the major photography effort
necessary to showcase each work to greatest advan-
tage, working closely with staff photographers Gene
Young, Mildred Baldwin, and Michael Fischer.
Debbie Thomas ably coordinated the digitizing of all
the images in the book. Lenore Fein in the registrar’s
office undertook the difficult task of checking permis-
sions and copyrights.

The book is also a tribute to the curatorial staff of
the museum, past and present. Their deep knowledge
of the many traditions of American art and keen
connoisseurship are the true foundations of excel-
lence in the museum collections and in this book.

Elizabeth Broun
Director
National Museum of American Art



INTRODUCING THE

VationaL museum oF AMERICAN ART

William Kloss

Although the National Museum of American Art is
a long-established institution, both its name and
location have changed over the years. The museum
moved into its current home in 1968, when the
collections were elegantly installed in an architectural
landmark—the Old Patent Office Building. Ironically,
it was in this building that some of the first paintings
in this oldest of national art collections were dis-
played in the mid-nineteenth century.

The City of Washington, District of Columbia, was
scarcely thirty years old in 1829 when an optimistic
citizen named John Varden took it upon himself to
amass a collection that would lend a patina of culture
to the still-raw capital. By 1836 he had opened a
public gallery in his home, where visitors could see a
mélange of historical, natural, and artistic curiosities
altogether typical of the age. His efforts were sec-
onded between 1816 and 1838 by the Columbian
Institute for the Promotion of Arts and Sciences,
which acquired a few works for exhibition. Then in
1840 a more ambitious organization was created.
First called the National Institution for the Promotion
of Science, it was incorporated in 1842 as the Na-
tional Institute. Those objects not already dispersed
from the defunct Columbian Institute were combined
with the holdings of John Varden, who became
“curator” of the new collection. In 1841 it was
installed on the top floor of the first completed wing
of the new Patent Office Building rising grandly from
the new city’s mud. Reinforcing the quasi-official
status suggested by the name of the new society and
its location was the appointment of Secretary of War
Joel R. Poinsett as its first president. Moreover, the
act of incorporation provided that when the charter
expired, the collection would become federal property.

The bequest of the Englishman James Smithson led
Congress to pass legislation in 1846 establishing the
Smithsonian Institution. Its building, the now familiar
“Castle on the Mall,™ included two galleries for
exhibiting art; and in 1858 the paintings, sculpture,

and other art objects in the National Institute were
transferred to the Smithsonian building, followed by
the rest of the collections when the National Institute
was disbanded in 1862. In addition to carved and
painted portraits of important persons, there were a
number of European “old master” paintings, optimis-
tically attributed to those artists most admired at that
time. These included gifts and loans from generous
citizens.

The largest and most significant early addition to
this random accumularion was a group of more than
three hundred paintings of Native Americans and
related subjects by Charles Bird King and John Mix
Stanley. Commissioned by the Department of War,
King’s works thus belonged to the government. Those
by Stanley were on loan pending the government’s
authorization to purchase them. Tragically, virtually
all of Stanley’s and King’s works were destroyed in a
fire that swept through the second floor of the Castle
on January 24, 18635.

Following this disaster, in 1874 and 1879 the
Smithsonian regents deposited many of the artworks
in William Wilson Corcoran’s new public gallery,
causing the national art collection to become dor-
mant. The strongly scientific bent of the young
Smithsonian tacitly buttressed this neglect, and
despite intermittent urgings to recall and exhibit the
art, only the legacy of a well-connected patron
succeeded in effecting a change of policy. Harriet
Lane Johnston, the niece of James Buchanan, had
served as the bachelor president’s official hostess in
the White House during his incumbency (1857-61).
Mrs. Johnston's small art collection would not have
attracted much attention had she not bequeathed it in
1903 to a “national gallery of art,” which did not vet
exist.

This posthumous prodding came on the heels of a
remarkable proliferation of museums in the three
decades after 1870, In addition to the Corcoran
Gallery of Art in Washington, those vears saw the




-

ST
mEEs
[

£

Tt R b
ABS 'ﬁ‘l‘ 5
i

\4
1y il

o BIEITIESS e ;
Lore? ,ia,@%; e
T A U R, b5 et 2

Building, ca. 1855, lithograph, 22.5 x 40.6 ¢cm (8 7/8 x 16 in.)



10

founding of the Metropolitan Museum of Art in New
York, the Museum of Fine Arts in Boston, the Penn-
sylvania Museum (now called the Philadelphia
Museum of Art), the Art Institute of Chicago, and the
M. H. de Young Museum in San Francisco. Spurred
by the ambition to emulate and rival European
culture, and possessing vast fortunes made in industry
and finance, Americans began to form private collec-
tions that were ultimately destined to enrich (or
become) the new public museums of the nation.

The Johnston bequest reawakened the Smithsonian
Institution’s interest in art, and in 1906 a federal
court ruled that the 1846 legislation establishing the
institution also conferred upon it the status of a
National Gallery of Art. Under this name the art
collections were now officially gathered. The appella-
tion held for thirty-one years, during which the
collections were greatly increased. Understandably,
donors were attracted by the prestigious name, as
well as the prospect of being able to shape the charac-
ter of the collection through their gifts. Thus, begin-
ning in 1919, Ralph Cross Johnson and his daughter,
Mabel Johnson Langhorne, bequeathed a consider-
able number of works, primarily European paintings.
This reflected the prevailing devotion to European art
among American patrons.

In contrast, the lifetime gifts of William T. Evans,
beginning in 1917, constituted an extraordinary
legacy of late-nineteenth and early-twentieth-century
American art. A second source of American art,
established in 1916, was the Henry Ward Ranger
Fund, administered by the National Academy of
Design. Ranger, a landscape artist whose works were
collected by Evans, intended that the fund be used to
purchase paintings by American artists through the
National Academy, which would then distribute these
works to public museums throughout the country.
They would remain in these institutions until and
unless the National Gallery of Art exercised its option
to recall them during a five-year period beginning ten
years after the artist’s death. This advocacy of con-
temporary American art was shared by John Gellatly,
the most important of the museum’s early patrons.
With his generous gift in 1929, Gellatly put his
indelible stamp on the collection through the range
and perspicacity of his taste.

Unlike Evans, Gellatly also bought European,
Oriental, and ancient art, with the intention of
demonstrating the high level of our native art by
comparing it with the work of other cultures and
periods. The non-American art in his collection,
however, was heavily weighted toward objets d’art,

whereas paintings dominated the American portion.
Like Evans, Gellatly for the most part was buying
with the knowledge that his collection would reside
in the National Gallery.

Gellatly’s-admiration for certain artists led him to
purchase large amounts of their work. Abbott
Thayer, Thomas Dewing, Childe Hassam, and John
Twachtman were favored, but the palm went to
Albert Pinkham Ryder. Seventeen of his haunting
paintings came to the museum through the agency of
Gellatly and remain one of the most unusual and
important features of the museum.

During this period, the problem of a suitable home
for the rapidly growing collection remained unsolved.
In 1906 space for the works was allocated in the
second Smithsonian museum to be built, the 1881
Arts and Industries Building (then called the U.S.
National Museum Building). Four years later the
collection was moved to a long skylit hall in the
Natural History Building, quickly outgrowing the
space but nonetheless remaining there for fifty-eight
years.

During that time, two independent structures were
designed for the art collection but remained unbuilt
due to insufficient funds. The 1920 designation of the
National Gallery as a separately administered bureau
of the Smithsonian precipitated the first design, which
was planned for the space between the Natural
History Building and Seventh Street. The plans were
submitted in 1925 by Charles A. Platt, whose much-
admired Freer Gallery of Art had recently opened.

The second design was the result of radically
changed circumstances in the museum’s identity. In
1937 former Secretary of the Treasury Andrew
Mellon gave the nation his collection, primarily
composed of old masters, and the money to build a
vast museum on the Mall, provided that it be named
the National Gallery of Art, in emulation of the
London institution. With no perceptible hesitation,
Congress accepted his gift and stipulation; once
again, the Smithsonian’s art collection was renamed.
Called the National Collection of Fine Arts, it had
lost neither purpose nor supporters. Whereas the new
National Gallery of Art then explicitly excluded the
work of living artists, the Smithsonian collection was
especially rich in this area. In 1847 a Smithsonian
regents’ committee had expressed the desire to coop-
erate with artists’ associations in exhibiting “the best
results of talent™ among hiving artists, and that desire
was particularly strong among supporters of the New
Deal art projects of the 1930s. A redefinition of the
coals of the National Collection of Fine Arts in the



aftermath of events of the late thirties resulted in an
increased emphasis on the acquisition and exhibition
of American art. Little or no increase would hence-
forth be seen in the collection of European works.

Congress proposed that the National Collection of
Fine Arts be enlarged and its programs expanded as a
Smithsonian Gallery of Art. In an architectural
competition for the long-desired, independent mu-
seum building, the winner was the team of Eliel and
Eero Saarinen and Robert Swanson. Their 1939
design would unquestionably have resulted in one of
the most modern and functional museum structures
in the United States. A conservative Fine Arts Com-
mission rejected the design, and thus the newly
christened National Collection of Fine Arts remained
in its long hall in the Natural History Museum until
1968.

The critical shortage of exhibition and storage
space discouraged an active acquisition program, so
that relatively little of importance entered the collec-
tion between 1940 and 1960. In 1957 a congressional
bill was introduced to demolish the Old Patent Office
Building, occupied by the Civil Service Commission,
in order to erect a parking garage. However, the
winds of historic preservation were blowing, and the
Eisenhower administration joined the chorus of
opposition to this proposal. Instead, in 1958 the great
Greek Revival structure was turned over to the
Smithsonian Institution for the National Collection of
Fine Arts. Although four years passed before the
building was vacated, and six more before it could be
restored and refurbished, a permanent home for the
collection was at last in view. In 1962 the decision
was made to create a new National Portrait Gallery,
which, though a separate entity, would also be
housed in the Old Patent Office Building.

It is appropriate to pause here and examine the
history of this remarkable building, which first
opened its doors in 1840. In Pierre I’Enfant’s capital
city plan, the site of the Patent Office was reserved
for a national church or, alternatively, a national
mausoleum or pantheon for the country’s heroes.
Instead, it was destined to receive a fireproof replace-
ment for the patent office destroyed by fire in 1836.
This substitution says something about the nature of
the American republic during its first century. As
Mark Twain wrote in The Innocents Abroad (1869),

The popes have long been the patron and preservers
of art, just as our new, practical republic is the

encourager and upholder of mechanics. In their

Vatican is stored up all that is curious and beautiful
in art; in our Patent Office is hoarded all that is
curious or useful in mechanics.... We can make
something of a guess at a man’s character by the style
of nose he carries on his face. The Vatican and the
Patent Office are governmental noses, and they bear
a deal of character about them.

On the other hand, the fact that a portion of the
Patent Office Building served from the outset as an
exhibition hall for art, and that it is today entirely
devoted to that purpose, attests to the complexities of
national character and the ironies of history.

The erection of the massive structure involved
several architects and consumed thirty years. William
Parker Elliott was the voung architect whose design
was approved on the Fourth of July 1836. Robert
Mills, the supervising architect on the project, was a
very busy man in Washington at that time, also
involved in either a design or supervisory capacity on
the U.S. Capitol and the Treasury Building (and a few
years later the Post Office). Mills’s primary engineer-
ing contribution to the building was his introduction
of masonry vaults (in the south wing) to shield the
wooden roofs in the event of fire. His primary aes-
thetic contributions were the cantilevered, curving
double staircase leading to the top floor and, above
all, the elegant elevation of the magnificently propor-
tioned hall (now the Lincoln Gallery) on the top floor
of the east wing. Thomas U. Walter, who was soon to
undertake the new dome and the House and Senate
wings of the Capitol, oversaw the construction of this
great hall; he introduced iron tie rods to reinforce the
masonry vaults and replaced the wooden roofs with
fireproof materials. Although this wing was not
begun untl 1849, it was completed by 1852.

Next came the west wing, where Walter introduced
iron vaults and trusses and an iron ceiling in an
ongoing attempt to prevent destruction by fire. (The
disastrous burning of the Librarv of Congress in 1851
gave his effort new urgency.) This wing was com-
pleted by 1856, and work on the north wing began
immediately. A new architect, Edward Clark, was
employed, and he capped the rush to iron construc-
tion by devising floors made of iron beams with
segmental brick arches between them. The Civil War
delayed final completion of the north wing (the
entrance steps) until 1867. Despite the intense preoc-
cupation with fire prevention, a great conflagration
did occur in 1877, destroving the roofs and interiors
of the iron west and north wings, but sparing the
masonry and wood construction of the south wing.
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Native sandstone, granite, and marble were used in
the construction, mostly obtained from Virginia and
Maryland quarries. The building’s variation on the
Greek Revival style—pedimented colonnades of
Doric temples centered as porticoes on the long
wings—had already been introduced into American
architecture, notably in Philadelphia, but never before
on such a mammoth scale. The almost simultaneous
appearance of the Patent Office, the Treasury, and the
Post Office in an unpopulous and unpaved city
provoked some bemused responses. “Public buildings
that need but a public to be complete™ was Charles
Dickens’s summation, while to Henry Adams’s freer
fancy they were “like white Greek temples in the
abandoned gravel-pits of a deserted Syrian City.”

Throughout the Civil War, the city of Washington
served as headquarters and hospital. At times the
Union wounded were billeted even in the Capitol,
and the Patent Office Building also became a hospi-
tal. In this “noblest of Washington buildings™ Walt
Whitman described “a curious scene, especially at
night when lit up. The glass cases, the beds, the forms
lying there, the gallery above, and the marble pave-
ment under foot—the suffering and the fortitude to
bear it in various degrees—occasionally, from some,
the groan that could not be repress’d.” There, among
the symbols of creativity, Whitman witnessed fright-
ful suffering and death, as he spent uncounted hours
comforting the soldiers.

In 1865 Whitman revisited the building on the
occasion of Lincoln’s second inaugural ball, a splen-
did spectacle. The guests entered by way of the
monumental steps, through the south portico, and
from there climbed up the curving staircase to the top
floor, where they promenaded through the vaulted
east wing, danced in the north wing, then dined in the
west wing. Whitman recalled:

I could not help thinking, what a different scene they
presented to my view a while since, fill'd with a
crowded mass of the worst wounded of the war,
brought in from second Bull Run, Antietam, and
Fredericksburgh. Tonight, beautiful women, per-
fumes, the violins® sweetness, the polka and the
waltz; then the amputation, the blue face, the groan,
the glassy eve of the dying, the clotted rag, the odor

of wounds and blood.

In the 1960s, assured that a large and permanent
muscum building was in the offing, the administra-
tion of the National Collection of Fine Arts turned its
attention to the conservation and cataloguing of the

collection and an active program of acquisitions.
From its establishment as a separate Smithsonian
bureau in 1920 until shortly after the end of World
War II, the museum had two directors, William
Henry Holmes (1920-32) and Ruel P. Tolman (1932-
48). They had administered the heterogeneous collec-
tions as best they could with limited space and money
during a period of varying congressional expectations
and a change of name. Holmes, an accomplished
painter as well as an anthropologist, made a distin-
guished contribution as illustrator with the Hayden
expeditions to the Colorado Territory, and with the
watercolors that filled the journals in which he kept a
record of his own later expeditions. Tolman, also an
artist, was responsible for acquiring most of the more
than three hundred American miniatures owned by
the museum.

The next director, Thomas M. Beggs (1948-64),
was instrumental in arranging the distinctive gift to
the institution of the Alice Pike Barney Collection and
Barney Studio House by her daughters. David Scott,
who had overseen planning for the museum’s even-
tual move to the Patent Office Building, was director
(1964-70) during the strenuous and critical period of
renovation of the building and preparation of the
collections for transfer and reinstallation. A vigorous
effort to expand the collections began during these
years, and the list of works officially accessioned in
1968, when the museum reopened, is imposing.

The emphasis on American art that had long been
implicit in the museum’s collections had steadily
increased, becoming further clarified and focused by
the need to distinguish it from the new National
Gallery of Art. Now, with the move to its own home,
the National Collection of Fine Arts was specifically
defined as a museum of American art, although a
selection of the finest non-American works i the
collection was also to be exhibited.

Under the direction of Joshua C. Taylor (1970-81),
an enlarged curatorial staff was able to devote schol-
arly attention to the permanent collection and to
special exhibitions documented by accompanying
publications. Tavlor, a noted scholar and educator,
drew wider artention to the muscum. As its goals and
identity became evident, a final change of name was
decided upon, which would unequivocally convey its
role to the public. Thus in 1980, by act ot Congress,
the muscum was rechristened the National Museum
of American Art.

Harry Lowe, formerly assistant director, became
acting director after Tavlor’s death in 1981, From
1982 to 1988, Charles C. Eldredge served as director,



confirming the identity of the National Museum of
American Art through its acquisitions and exhibi-
tions. Elizabeth Broun, director since 1989, has
maintained a strong commitment to these programs
while moving the museum into new areas of collecting.

The accelerated growth of the collection that began
in the 1960s has included major donations, notably
more than one hundred twentieth-century paintings
from S. C. Johnson & Son, Inc.; more than one
hundred fifty sculptures by Paul Manship, given by
the artist; an equal number of sculptures by William
Zorach, from the artist’s children; a sizable collection
of paintings and drawings by Romaine Brooks, given
by the artist; the complete works of Lyman Sayen,
from his daughter, Ann Sayen; one hundred seventy
paintings by William H. Johnson, from the Harmon
Foundation; ninety-six objects and studio effects of
Joseph Cornell; the Martha Jackson Memorial
Collection, consisting of more than one hundred
works by twentieth-century artists associated with
her New York gallery, from Mr. and Mrs. David K.
Anderson; the Sara Roby Foundation Collection of
twentieth-century art, totaling one hundred sixty-nine
works; and more than three hundred works commis-
sioned for the collection of the Container Corpora-
tion of America.

In 1968 the museum acquired the sculptural
contents of Hiram Powers’s nineteenth-century studio
in Florence, Italy, which had been preserved largely
intact. Transfer arrangements have also enriched the
collection. Hundreds of works created under the
auspices of various New Deal programs have been
assigned to the museum, and beginning in 1972 the
General Services Administration has transferred
sculpture studies, paintings, and other preparatory
works from its Art-in-Architecture program for
federal buildings. In 1983 the museum received a
major group of photographs related to projects in the
Visual Arts Program, funded by the National Endow-
ment for the Arts. In addition, the National Museum
of African Art transferred to this museum more than
two hundred works by African-American artists. The
transfer of these works has inspired major new
purchases and gifts of African-American art.

In 1985 the National Museum of Natural History
transferred to this museum more than a thousand
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paintings devoted to Native American subjects, the
majority by George Catlin from his Indian gallery of
the early 1830s, as well as many by Joseph Henry
Sharp. The museum’s holdings of work by folk artists
and self-taught artists were significantly augmented
by three hundred eighty-five objects, acquired in
1986 by gift and purchase, from the renowned
collection of Herbert Waide Hemphill, Jr. of New
York City. Mr. Hemphill’s donations of additional
works in each succeeding year have further enriched
the collection. American abstract art between the
wars was the focus of collecting for Patricia and
Phillip Frost of Miami, who donated their collection
of one hundred fourteen works in 1986. Contempo-
rary American landscape photography is now well
represented in the museum’s collection, thanks to the
generous support of the Consolidated Natural Gas
Company Foundation, which made possible the
acquisition of approximately two hundred images by
more than fifty photographers. Another important
addition to the photography collection is a group of
sixty works by Irving Penn, the gift of the artist in
1988, complemented by an additional gift of sixty of
Penn’s portraits to the National Portrait Gallery. The
museum’s holdings of work by members of the Wash-
ington Color School have been enhanced by a sizable
group of paintings by Gene Davis, recently bequeathed
by Florence Davis.

Although housed in its own nineteenth-century
building near the White House, the Renwick Gallery
is part of the National Museum of American Art.
Erected as the first Corcoran Gallery of Art, the
building was designed by James Renwick, architect of
the Smithsonian Castle. Reborn in 1972 as a museum
of American crafts, the Renwick Gallery presents a
range of exhibitions and educational programs while
actively pursuing the acquisition of the finest Ameri-
can craft objects.

The historic heart of Washington’s downtown has
become a vital center of art in the capital, just as it
was in the early nineteenth century. There the Na-
tional Museum of American Art, its purpose and its
name unequivocal, stands in confident affirmation of
its once-and-future role in the history of American art
and museums.
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Was it not for preserving the resemblance of particular persons, painting would not be
known in [America]. The people generally regard it no more than any other useful trade...not

as one of the most noble arts in the world.

John Singleton Copley

1738-1815

You may perhaps be surprised
that so remote a corner of the
Globe as New England should
have any d[e]Jmand for the neces-
sary eutensils for practiceing the
fine Arts but I assure You Sir
however feeble our efforts may
be, it is not for want of inclina-
tion that they are not better, but
the want of opportunity to im-
prove ourselves. [H]owever
America which has been the seat
of war and desolation, | would
fain hope will one Day become

the school of fine Arts.
—John Singleton Copley, 1762

A number of surprising details
distinguish this portrait from
Copley’s other mature American
works completed between 1760
and his departure for England in
1774. Crimson was an unusual
color for Copley in this period,
and Elizabeth’s dress, with fine
lace assuredly displaved by pearl
clasps, 1s especially noteworthy.
A delicate and rare blue and
white vase holds equally rare
orange parrot tulips and two
guinea hen flowers. The tulip
appears in only one other Coplev
painting and may have a special
significance in the lite of Mrs.
Watson, perhaps as an exotic

imported tlower svmbolizing the

Mrs. George Watson, 1765, -as, 120 101.6 ¢cm (49 7/8 x 40 m.). Part tt of sitter’s aftluence and sophistica-
Henderson Inches, jr., f Ay Mrs. Henderson Inches, anc
purc ] \ R. k t ( I

Foundations, t \ | I | . D ]

o1,
Richard N. Murray, 1993
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His talent shows itself particularly in the character portraits brought out in bold strokes.

[In his youth, John
Trumbull pondered the
choice of a career.] “So
far as | understood the
question, law was ren-
dered necessary by the
vices of mankind,—that

I had seen too much of
them. In short, | pined
for the arts, and again
entered into an elabo-
rate defence of my pre-
dilection, dwelling on
the honors paid to artists
in the glorious days of
Greece and Athens. ‘Give
me leave to say,’ replies
my father, ‘that you ap-
pear to have overlooked,
or forgotten, one very
important point in your
case.’ ‘Pray, sir," | re-
joined, ‘what is that?’
"You appear to forget,
sir, that Connecticut is
not Athens,’—and with
this pithy remark he
bowed and withdrew,
and nevermore opened

his lips on the subject.”
—1John Trumbull

—Johann Wolfgang von Goethe

John Trumbull

1756-1843

The Misses Mary and Hannah Murray, 1806, oil on canvas. Museum purchase made possible by an anonymous
donor and Miss Emily Tuckerman

John Trumbull—son of a distinguished Connecticut family and graduate of
Harvard who had served the young nation as an officer in the Continental Army
and as a diplomat—was one of America’s most versatile and accomplished art-
ists.... In addition to his portrait work, he memorialized dramatic battle scenes
from the Revolutionary War—eventually producing several historic pieces for the
United States Capitol Rotunda—and painted admirable views of the American
landscape....

Trumbull...enjoyed great success as a portraitist during his four-year residence in
New York, counting among his patrons the municipal government as well as the

city’s most prominent Federalist families.
—Karol Ann Lawson, 1988
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With their rolling lawns and natural settings, these estates of free men in a free society spoke
to the success of the American experiment: commodious and tasteful, they were, by English

standards, modest in scale as befitted the citizenry of a temperate republic.

Thomas Birch

1779-1851

Southeast View of “Sedgeley Park,” the Country Seat of James Cowvles Fisher Esq., ca. 1819, oil on canvas,
87 x 122.9 cm (34 1/4 x 48 3/8 in.). Museum purchase made possible by the Luisita [.. and Franz H. Denghausen Endowment

Comiug to Philadelphia in 1794 with his father, Birch Sedgeley Park, built in 1799 on the banks of the

started his career drawing topographical cityscapes. Schuvlkill River, was the first private home in
Several of his designs were engraved by his father America designed in the Gothic Revival style. It was
[William Birch] and published as The City of Phila- the first domestic commission for architect Benjamin
delphia in the State of Pennsylvania as it Appeared in Henry Latrobe, a designer of the U.S. Capitol in
1800, views of which depict a prosperous community. Washington. Birch painted Sedgeley Park tor its

It is this theme of a civilized country which is integral second owner, James Cowles Fisher, who served as
to Birch’s art.... With the houses at the apex of the acting president of the Second Bank of the Unired
compositions, an air of cultural confidence pervades States.

these tranquil views of cultivated nature.
—Edward Nygren, 1986
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From long experience | know that resemblance in a portrait is essential, but no fault will be

found with the artist, (at least by the sitter), if he improves the appearance.

The casual elegance of
Thomas Sully’s portrait of
Daniel LaMotte [a large
landowner and Baltimore
merchant] reflects his close
study of the eighteenth-
century English portrait
tradition, in which aristo-
cratic ladies and gentlemen
were posed before landscape
vistas suggestive of their vast
estates.... The portrait,
painted two years after
Sully’s English sojourn [in
1809-10], borrows Sir
Thomas Lawrence’s opales-
cent colors, layered translu-
cent glazes, brilliant brush-
work, and nonchalant
charm, earning him the
moniker “The American

Lawrence.”
—William H. Truettner, 1983

Daniel LaMotte, 1812/13,

S x 29 in.). Gift of M

Thomas Sully

1783-1872
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To study Nature was to ramble through her domains late and early, and if | observe all as |

should, that the memory of what | saw would at least be of service to me.

Jobn James Audubon

4 o £ ¥
Caectonal” Froilein

P4 -
COX R firictoninily
AN Syt Cisr dorye ; B

Cardinal Grosbeak, 1811, chalk, roncil, watercolor, and ink on paper, 42.6 x 29 ¢m
(16 13/16 x 11 5/16 in.). Transfer n Smithsonian Institution, National Museum
of Natural History, Division of B

1785-1851

In the swamps we met with war-
blers of various kinds, lively and
beautiful, waiting in these their
winter retreats for the moment
when Boreas should retire to his
icy home, and the gentle gales of
the South should waft them to-
ward their breeding-places in the
North. Thousands of Swallows
flew about us, the Cat-birds
mewed in answer to their
chatterings, the Cardinal Grosbeak
elevated his glowing crest as he
stood perched on the magnolia
branch, the soft notes of the
Doves echoed among the woods,
nature smiled upon us, and we

were happy.
—John James Audubon, 1830s

One of the most extraordinary
things among all these adverse
circumstances was that I never for
a day gave up listening to the
songs of our birds, or watching
their peculiar habits, or delineat-
ing them in the best way that |
could; nay, during my deepest
troubles | frequently would
wrench myself from the persons
around me, and retire to some se-
cluded part of our noble forests;
and many a time, at the sound of
the wood-thrush’s melodies have |
fallen on my knees, and there

prayed earnestly to our God.
—John James Audubon, 1833
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My life has been...what | apprehend to have been the life of most of the American artists, a life
of toil, seeking the realization of a dream—of hope and disappointment—so that it is difficult,

perhaps, to say whether | was wise or foolish in choosing a profession.

Alvan Fisher

1792-1863

The Great Horseshoe Fall, Niagara, 1820, oil on canvas, 87.2 x 122 ¢m (34 3/8 x 48 1/8 in.). Museum purchase

Niagara Falls was the most frequently described and depicted natural wonder in
North America. No other site in the New World was represented so many times by
sO many artists in so many ways.... The most prominent American painter to visit
the Falls in the period from 1815 to 1825 was Alvan Fisher. The Great Horseshoe
Fall, Niagara...captures the cataract’s awesome grandeur by introducing storm
clouds, astonished visitors, and a great rainbow.

An unprecedented number of visitors populate Fisher’s...view of the Horseshoe

Fall [indicating] that by 1820 the once-remote spot had become a popular attraction.
—Jeremy Adamson, 1985
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Ball Play of the Woien, Prairie du Chien, 1835-36, oil on canvas,
49.7 x 70 cm (19 1/2 x 27 5/8 in.). Gift of Mrs. Joseph Harrison, Jr.

While rarely revealing the ideas that formed
their attitudes, painters drew on well-established
European intellectual constructs regarding
primitivism and the Noble Savage. First devel-
oped in the late sixteenth century, the concept of
the Noble Savage was used by eighteenth-
century writers and philosophers such as
Rousseau, Voltaire, and Diderot to criticize
contemporary French morals and practices....
By the end of the eighteenth century the Noble
Savage suggested other meanings. Previously
viewed as an enlightened savage, he could now
also be pictured as a “primitive,” a man of
intuition and emotion. At the beginning of the
nineteenth century American painters suggested

both concepts in their paintings of Indians.
—Julie Schimmel, 1991

Catlin’s

Catlin abandoned a law career to pursue his
interest in art. In the early 1820s he achieved
some success as a portrait miniaturist in Phila-
delphia. His real goal, however, was to depict
American Indians and preserve their fast-disap-
pearing culture. In 1830 he met explorer Will-
iam Clark in Saint Louis and with him visited
tribes living near the Mississippi River. In 1832
he traveled up the Missouri River to Fort Union,
North Dakota. His portraits of the Mandans,
with whom he stayed in 1832 before smallpox
reduced the tribe in 1837, are today among his
best-known works. By 1834, after crossing the
southern plains to paint the Comanche, Catlin
had visited more western tribes than had any
other artist of his day. In 1841 he published his
experiences and research in a two-volume work.
His Indian Gallery (including artifacts and live
Indian performers as well as nearly six hundred
paintings) was exhibited throughout the East
Coast and in Europe.

—Joni Louise Kinsey , 1991

Buffalo Bull's Back Fat, bead chief, Blood
Tribe, 1832, oil on canvas, 3.7 x 60.9 ¢n

29 x 24 in.). Gitt ot Nrs. Joseph Harrison, |

RS
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Comanche War Party, Mounted on Wild
Comannche Horses, 1834-37, oil on fabric,
49.7 x 70 cm (19 5/8 x 27 5/8 in.). Gift of
Mrs. Joseph Harrison, Jr.

Indian Gallery

Red, the color of blood, the color of life, flowed
so abundantly in his gloomy Museum that it
was like an intoxication; and the landscapes—
wooded mountains, vast savannas, deserted riv-
ers—were monotonously, eternally green. Once
again | find Red (so inscrutable and dense a
color, and harder to penetrate than a serpent’s
eye)—and Green (the color of Nature, calm, gay
and smiling)—singing their melodic antiphon in
the very faces of these two heroes.— There is
no doubt that all their tattooing and pigmenta-
tions had been done in accordance with the har-

monious modes of nature.
—Charles Baudelaire, 1846

Pigeon’s Egg Head (The Light) going to and
returning from Washington, 1837-39, oil on
canvas, 73.6 x 60.9 cm (29 x 241n.). Gift of

Mrs. Joseph Harrison, Jr.
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But for this gallery [of King’s portraits], our posterity would ask in vain—'what sort of a

looking being was the red man of this country?’

—Jonathan Elliot, 1830

Charles Bird King

1785-1862

“My Great Father, | have
traveled a great dis-
tance to see you—I have
seen you and my heart
rejoices. | have heard
your words...and | will
carry them to my people
as pure as they came
from your mouth....[l]
have seen your people,
your homes, your ves-
sels on the big lake, and
a great many wonderful
things far beyond my
comprehension, which
appears to have been
made by the Great Spirit
and placed in your
hands.... [But] it is too
soon to send those
good men [the mission-
aries] among us—we
are not starving yet—
we wish you to permit
us to enjoy the chase
until the game of our
country is exhausted—
until the wild animals
become extinct.... | have
grown up and lived this

Young Omahaw, War Eagle, Little Missouri, and Pawnees, 1821,
oil on canvas, 91.8 x 71.1 cm (36 1/8 x 28 in.). Gift of Miss Helen Barlow

The first Indians known to have been painted by King were members of a delega-

tion of 16 leaders from the Pawnee, Omaha, Kansa, Oto, and Missouri Tribes of long without work. I am
the Great Plains who arrived in Washington on November 29, 1821.... The Na- in hopes you will suffer
tional Intelligencer of November 30, 1821, heralded their arrival: “Their object is me to die without it. We
to...learn something of that civilization of which they have hitherto remained in have everything we
total ignorance. They are from the most remote tribes with which we have mter- want—we have plenty
course, and they are believed to be the first of those tribes that have ever been in of land, if you will keep
the midst of the settlements.” your people off it.

—John C. Ewers, 1953 -Sharitarish, Pawnee leader, 1822
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The painter of American scenery has indeed privileges superior to any other;

To me it seems that he
is certain to take a
higher rank after his
death than was yielded
to him in life. When |
visit the collection of his
pictures lately made for
exhibition; when I see
how many great works
are before me...when |
consider with what
mastery, yet with what
reverence he copied the
forms of nature, and
how he blended with
them the profoundest
human sympathies, and
made them the vehicle,
as God has made them,
of great truths and
great lessons...l say
within myself, this man
will be reverenced in
future years as a great

master in art.
—William Cullen Bryant, 1848

all nature here is new to Art.

Thomas Cole

1801-1848

Subsiding of the Waters of the Deluge, 1829, oil on canvas, 90.8 x 121.4 cm (35 3/4 x 47 5/8 in.). Gift of Mrs.
Katie Dean in memory of Minnibel S. and James Wallace Dean and museum purchase through the Smithsonian
Institution Collecrions Acquisition Program

C()nfr(mting a nature “new to Art,” Cole and other early landscapists engaged in
what might be usefully thought of as aesthetic pioneering.... Nature had to be
seized, tamed, brought under the dominion of artistic law. Stripped of its unfamil-
iarity and otherness, the land became “ours,” the material out of which artist or

writer shaped a cultural artifact.
—Alan Wallach, 1994
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A bowl of roses in
Thayer’s hands becomes
more than a flower piece;
it is a glimpse into the

very center of beauty.
—Virgil Barker, 1922

Helen Searle (1830-1884), Still Life,

1869, oil on canvas mounted on

canvas, 28.4 x 36 cm (11 1/8

x 14 1/8 in.). Museum purchase |

Raphaelle Peale’s still lifes are
overwhelmingly food still lifes....
They are not, however, about actual
eating, or the sheer, unabashed
enjoyment of food and drink.... [I|n
the impeccably careful, sensitively
balanced, and measured placement of
their objects and the geometric purity
of their form—[they] are almost
more metaphysical than physical. In
that respect they have something of
the stringency and austerity of
seventeenth-century Spanish still lifes
such as those particularly by
Zurbaran, van der Hamen, and
Sdanchez Cotdn, two of which we
know were exhibited at the Pennsyl-
vania Academy in 1818.

—Nicolai Cikovsky, Jr., 1988

Raphaelle Peale (1774-1825),
Melons and Morning Glories, 1813,

oil on canvas, 52.6 x 65.4 ¢cm (20 3/4

'\.“"-4‘!
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Abbott Handerson Thayer (1849-1921), Roses, ca. 1896, oil on canvas,
56.6 x 79.7 cm (22 3/8 x 31 3/8 in.). Gift of']ohn Gellatly

John Singer Sargent (1856-1925),
Pomegranates, Majorca, ca. 1908, oil on
canvas, 57.2 x 72.4 cm (22 1/2 x 28 1/2 in.).
Partial and promised gift of Davis S. Purvis

Roesen’s methodology is an
extremely synthetic one. While
he may have worked, in part at
least, from actual objects, the
size of so many of his works
would preclude his dependence
upon the “living models,” which
would spoil and perish before he
could complete such works. It
seems that he may have had
templates that he rearranged
from painting to painting, for
almost every element in a Roesen
still life is repeated in other
works, occasionally many times
over.

—William H. Gerdts, 1981

Severin Roesen(1815-after 1872), Still Life,

I\;:4 n car s. S¢ S vlT S G
34 x 44 in.). Museum purchase and gift of
Maria Alice M
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: , Most artists who painted western
scenes...relied on a stylistic vocabulary
drawn from the same sources used by those
who painted more conventional subjects.
But subjects representing westward expan-
sion, whether painted by artists residing in
the East or the West, more commonly (and
more vigorously) extol the idea of progress,
a concept mid nineteenth-century boosters
of the West took very seriously. It was a
religion, in a way, a belief in democracy
and free enterprise as key factors in creat-
ing a superior civilization. And it presup-
posed industrial growth and territorial
expansion as the means to accomplish

that end.
—William H. Truettner, 1991

John Mix Stanley (1814-1872), Buffalo Hunt on the Southwestern Prairies, 1893,
oil on canvas, 154.3 x 102.8 cm (60 3/4 x 40 1/2 in.). Gift of the Misses Henry, 1908

Had Charles Christian Nahl struck it rich in 1851 at Rough and Ready (a notorious mining camp near Sacra-
mento), the gold-rush era in California might never have been portrayed in such detailed and lively terms. For
Nahl subsequently became the painter laureate of San Francisco, famed not only for his views of life among the
’49ers in the gold fields, but for his elaborate portraits and scenes of California history.

Miners in the Sierra was one of the first paintings produced by Charles Nahl and August Wenderoth after the
two opened a studio in Sacramento in 1851. The subject comes as no surprise, an authentic placer mining
operation probably composed and finished by Nahl, to which Wenderoth added the distant landscape.... For all
his recent disappointment, Nahl here seems no less intrigued by the commitment of those who continued to

search for gold, and by the unyielding character of the strange new environment to which he had come.
—William H. Truettner, 1983

William Henry Holmes (1846-1933),
Folded Strata, a Great Geological Arch,
Colorado, 1874, watercolor and pencil
on paper, 17.7 x 24.2 cm (7 x 9 9/16 in.)
Gift of Dr. Willtam Henry Holmes




Joseph Henry Sharp (1859-1953), Sunset
Dance—Ceremony to the Evening Sun,
1924, oil on canvas, 63.8 x 76.2 cm

(25 1/8 x 30 in.). Gift of Arvin Gottlieb

Western Vistas

Lewis and Clark had shown the West to be
immense in size and possibilities. They had
also, in wading into the Pacific surf, shown
it to be finite.... The frontier was necessar-
ily temporary, and westering timebound.
Thus the commanding theme, the under-
stood theme, of nineteenth-century western
art was change. But when change played
itself out in traditional terms, when the last
Indian tribes were defeated and confined on
reservations, the vacant lands occupied,
and Frederick Jackson Turner had rung
down the curtain on pioneering, positive
that America was entering a new and
unknown period in its history, western art
simply stopped time.

—Brian W. Dippie, 1992

Charles Nahl (1818-1878) and August Wenderoth
1819-1884), Miners in the Sierra, 1851-52, oil on
canvas, 137.7 x 169.8 cm (54 1/4 x 67 in.). Gift of

the Fred Heilbron Collection
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Our lives are in the hands of the Great Spirit. We are determined to defend our lands,

and if it be his will, we wish to leave our bones upon them.

—Tecumseh

Ferdinand Pettrich

1798-1872

Tecumseh and his party overtook the main army near the Moravian towns, situated
on the north side of the Thames. Here he resolved that he would retreat no fur-
ther.... After the Indians were posted in the swamp, in the position occupied by
them during the battle, Tecumseh remarked to the chiefs by whom he was sur-
rounded, “brother warriors! we are now about to enter into an engagement from
which | shall never come out—my body will remain on the field of battle.” He then
unbuckled his sword, and placing it in the hands of one of them, said, "when my
son becomes a noted warrior, and able to wield a sword, give this to
him.” He then laid aside his British military dress, and took his place

in the line, clothed only in the ordinary deer-skin hunting shirt.
—Benjamin Drake, 1841

The Dying Tecumseh, 1856, marble, length 197.2
cm (77 5/8 in.). Transfer from the U.S. Capitol

>
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: . = 4
>
. ’ s = 4
Tecumseh died at the Battle of the Thames, the Indian nationalist and leader of enduring fame. Even
American victory signaling the end of combined whites recognized his greamess, but his death, tragic
British and Indian resistance in the Old Northwest.... as they made it out to be, signaled the inevitability of
By the 1850s Tecumseh probably symbolized Indian white advance. Pettrich’s marble, which creates for
opposition to westward expansion as effectively as Tecumseh the role of a dving Roman general, passes
had any Indian in United States history. The Shawnee judgment on all Indian “heroes™ who died in battle
chief had organized a formidable Indian confederacy against whites. Their courage and skill, Pettrich
in the Old Northwest between 1805 and his death maintains, were devoted to the wrong cause. Their
cight vears later. He urged local tribes to resist white deaths argued not for Indian rights burt tor the
purchase of Indian land and to continue communal umph of expansionism.

ownership of property—ideas that made him an —JEEsegre 199
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His art, as he saw it, was a public art, and it was finally to the American public

that he wished his art to speak.

—Joshua Taylor, 1975

Emanuel 1eutze

NHOY/S
A
KA

J : ('

1816-1868
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Westward the Course of Empire Takes Its Way , 1861, oil on canvas, 84.5 x 110.1 cm (33 1/4 x 43 3/8 in.). Bequest of Sara Carr Upton

It was delightful to see [Leutze] so calmly elaborating
his design to go on the walls of the Capitol, while
other men doubted and feared, or hoped treacher-
ously, and whispered to one another that the nation
would exist only a little longer, or that, if a remnant
still held together, its centre and seat of government
would be far northward and westward of Washing-

ton. But the artist keeps right on [despite the Civil
War], firm of heart and hand, drawing his outlines
with an unwavering pencil, beautifying and idealizing
our rude, material life, and thus manifesting that we
have an indefeasible claim to a more enduring na-

tional existence.
—Nathaniel Hawthorne, 1862
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Go first to Nature to learn to paint landscape, and when you shall have learnt to imitate her,

you may then study the pictures of great artists with benefit.

Asher B. Durand

1796-1886
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Dover Plain, Dutchess County, New York, 1848, oil on canvas, 107.9 x 153.7 cm (42 1/2 x 60 1/2 in.). Gift of Thomas M. Evans and museum purchase
through the Smithsonian Institution Collections Acquisition Program

Durand was no less a moralist {than Thomas Cole], Although much has been done, and well done, by the
but he constructed a more docile form of narure. In gifted Cole and others, much more remains to do. Go
the simple design and patient detail of Dover Plain, not abroad then in search of material for the exercise

his message is not of judgment or doom but of peace of your pencil, while the virgin charms of our native

land have claims on your deepest affections.
—Asher B. Durand, 1855

and order, the sustaining virtue of rural America.
—William H. Truettner, 1980
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My trip to Europe has to some extent enabled me to judge of my own talent. Of all the

landscapes | saw in Europe (and | saw thousands) | do not feel discouraged.

Robert Scott Duncanson

1821/1822-1872

Landscape with Rainbow, 1859, oil on canvas, 76.3 x 132.7 cm (30 1/8 x 52 1/4 in.). Gift of Leonard and Paula Granoff

Duncansons biography is meager and often contra-
dictory in details.... The artist was born in Seneca
County, New York in 1821 or 1822. The son of a
free black or mulatto mother and a Scottish-Cana-
dian father, young Duncanson moved to Canada,
perhaps to Wilberforce, Ontario....

In 1853 Duncanson made his first documented trip
to Europe, perhaps financed by the Anti-Slavery
League. Accompanied by fellow landscapists William
Louis Sonntag and John Robinson Tait, he visited

England, France, and Italy.
—Lynda Roscoe Hartigan, 1985

This letter will be handed to you by Mr. Duncanson, a
self-taught artist of our city [Cincinnati]. He is a man
of integrity and gentlemanly deportment, and when
you shall see the first landscape he shall paint in Italy,
advise me the name of the artist in Italy that, with

the same experience, can paint so fine a picture.
—Nicholas Longworth, 1852
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A hundred years from now those pictures [of blacks] alone will have kept him famous.
—New York Evening Post, 1879

Winslow Homer

1836-1910

A Visit from the Old Mistress, 1876, oil on canvas, 45.7 x 61.3 cm (18 x 24 1/8 in.). Gift of William T. Evans

A visit from the Old Mistress crystallizes into a single moment the staggering
realization faced by all Southerners after the Civil War—both black and white—
that things will never again be the same, that American society had been irrevoca-
bly changed by the abolition of slavery.... No longer did a black woman feel

obliged to rise from her seat when a white woman entered the room.
—Peter H. Wood and Karen C. C. Dalton, 1989

[Homer] is almost bar-
barously simple, and, to
our eye, he is horribly
ugly; but there is never-
theless something I like
about him. What is it?
For ourselves, it is not
his subjects.... He has
chosen the least picto-
rial features of the least
pictorial range of scen-
ery and civilisation; he
has resolutely treated
them as if they were
pictorial, as if they were
every inch as good as
Capri or Tangiers; and,
to reward his audacity,
he has incontestably

succeeded.
—Henry James, 1875
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“Squire Jack” is the obvious master of his abode, a self-reliant man not to be trifled with,

a man who symbolizes the independent spirit.

Frank Blackwell Mayer

—Jean Jepson Page

1827-1899

Independence (Squire Jack Porter), 18358, oil on paperboard, 30.4 x 40.3 cm (12 x 15 7/8 in.). Harriet Lane Johnston Collection

These vears before the Civil War seem to have been
by far the most rewarding ones for the painter....
Some of Maver’s most appealing works were painted
at this time. Among them [is] Independence, Squire
Jack Porter...executed in 1838 with rather fluid
brushwork, and...demonstrating an interest, modern
for its time, in the playv of light and the juxtaposition
of color values....

A summer trip to Annapolis in 1873 was an

inspiration. He loved the “old mansions and gardens,

and the beautiful Bay” and noted that they gave him
“locality and surrounding...the History of Maryland
certainly presents a great number of ‘situations’ for
the painter with my knowledge of costume, etc.” In
December 1876 he bought his first house in Annapo-
lis, calling it the Mare’s Nest, and more or less retired
to the town for the rest of his life. Over the door he
inscribed the motto “He lives best who lives well in

obscurity.”
—Jean Jepson Page, 1976
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My highest ambition lies in excelling in the art. | pursue it not as a source of gain or merely as

an amusement, | trust | have higher aims than these.

Frederic Edwin Church

1826-1900

Aurora Borealis, 1865, oil on canvas, 142.3 x 212.2 cm (56 1/8 x 83 1/2 in.). Gift of Eleanor Blodgett

Thc light grew by degrees more and more intense,
and from irregular bursts it settled into an almost
steady sheet of brightness...The color of the light was
chiefly red, but this was not constant, and every hue
mingled in the fierce display. Blue and vellow stream-
ers were playing in the lurid fire...they melt into each

other, and throw a ghostly glare of green into the face

and over the landscape.... Upon the mountain tops,

along the white surface of the frozen waters, upon the
lofty cliffs, the light glowed and grew dim and
glowed again, as if the air was filled with charnel
meteors, pulsating with wild inconstancy over some
vast illimitable city of the dead. The scene was noise-
less, vet the senses were deceived, for unecarthly
sounds seemed to follow the rapid tlashes, and tall

upon Il“l Car. Isaac L. Hayes, 1867
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This living out of doors, night and day, | find of great benefit. | do not know what some of

your Eastern folks would say, who call night air injurious, if they could see us wake up

in the morning with the dew on our faces!

Albert Bierstadt

1830-1902

Among the Sterra Nevada Mountains, California, 1868, oil on canvas, 183 x 305 cm (72 x 120 in.). Bequest of Helen Huntington Hull, granddaughter
of William Brown Dinsmore, who acquired the painting in 1873 for “The Locusts,” the family estate in Dutchess County, New York

By the time Albert Bierstadt painted Among the
Sierra Nevada Mountains, California, he had been
traveling in the West, on and off, for about ten years,
and his largest landscapes were not so much views of
actual places as distillations of scenic wonders....
Whatever was grand and imposing about the West
Bierstadt had learned to sum up in an exuberant,
dramatic fashion, both to convey his response to the

magnificent scenery and to capture the imagination of
audiences back East, who were soon paying record
prices for every major painting he produced.... He
was the first major landscape painter to observe the
Rockies and to make the difficult journey to the West

Coast.
—William H. Truettner, 1980
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Mammoth Hot Springs,
Yellowstone, 1872, watercolor
and pencil ori paper, 36.3 x 26.4
cm (14 5/16 x 10 3/8 in.). Gifr of
Mrs. Armistead Peter I

The motive or incentive of my “Grand Canyon of the
Yellowstones” [sic] was the gorgeous display of color
that impressed itself upon me.... | did not wish to re-
alize the scene literally, but to preserve and convey its
true impression....

The precipitous rocks on the right were really at my
back when | stood at that point, yet...every member
of the expedition with which | was connected de-
clared, when he saw the painting, that he knew the

exact spot which had been reproduced.
—Thomas Moran

The Grand Canyon of
the Yellowstone, 1893-
1901, oil on canvas,
245.1 x427.8 cm

96 1/2 x 168 3/8 in

Gift of George D. Pratt




Moran was always seeing imagina-
tive compositions. When talking of
his subjects it was fascinating to
watch his eyes. Clear, blue and
sparkling, they looked at you but
they looked far beyond. He saw
what he was talking about.
Frederick [sic] Church could close
his eyes and see his picture as
vividly as if real. Moran did not

have to close his eyes.
—Howard Russell Butler, 1926

Cliffs of the Upper Colorado River, 1893-1901,
oil on canvas, 40.5 x 61 cm (16 x 24 in.).
Bequest of Henry Ward Ranger through the
National Academy of Design

Thomas Moran

1837-1927
Excelsior Geyser, Yellowstone Park, 1873, watercolor and pencil on paper, The majestic array of cliffs that line the banks of the
31.9 x 24.8 ém (12 9/16 x 9 13/16 in.). Gift of Mrs. Armistead Peter III Green River, in southwestern Wyoming, ranked high

on Thomas Moran’s list of favorite western subjects.
To this formation he returned time and again, sketch-
ing it from different angles and under changing skies,
staging it finally as a symbol of the breadth and
grandeur of the western landscape. The most immedi-
ate source for Cliffs of the Upper Colorado seems to
have been several Green River sketches done by the
artist in 1879, [although] elements of these have been
rearranged, and several topographical features
added....

By the time Moran painted Cliffs of the Upper
Colorado, he was at the height of his powers; indeed,
some of his greatest triumphs were already behind
him. Eleven vears earlier, as a member of the Hayden
expedition, he had made his first trip west, following
the geological survey through the wonders of the
Yellowstone. He returned with an assortment of
pencil sketches and watercolors (and photographs by
W. H. Jackson) that remained a source of inspiration
for the rest of his career, and that were immediately
translated into his first monumental western land-

scape, The Grand Canyon of the Yellowstone.
—William H. Truettner, 1980
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Martin’s landscapes look as if no one but God and himself had ever seen the place.

Homer Dodge Martin

—Comment of unknown contemporary

1836-1897

The Iron Mine, Port Henry, New York, ca. 1862, oil on canvas mounted on fiberboard, 76.5 x 127 ¢m (30 1/8 x 50 in.). Gift of William T. Evans

Close 1o the work of John Frederick Kensett in its
handling, [The Iron Mine] is typically Martin in its
subject and approach. Out of simple elements, Mar-
tin constructs a solemn scene, with the massive, richly
textured chiff rising imposingly from the bay. The
serenity of the water’s surface is in contrast to the
varied brushwork and impasto of the cliff....

Although a miner’s shack, a dock strewn with ore,
and a low-lying transport barge lie at the water’s

edge, there is no life or activity here. In the absence of

humanity, the shoreline itself...is the mediator be-
rween the rock and the water....

Martin probes his cliff diligently for its quirky
derails and ponders its watery reflections, but in the
end he subordinates naturalism to invention. His
friend Elihu Vedder reported that on one occasion
Martin “was found very busy painting some plants in
the foreground of a picture; on being asked what the
plant was, he said, “Why don’t you know that

plant?>—that’s the foreground plant; 1 use lots of it.” ™
—William Kioss, 1985
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[Colman’s] rendering of smoke would delight Ruskin; coal-smoke heavily but gracefully
uncoiling itself before a light breeze, as it slowly mounts the sky, letting the eye through its

dark masses into the clear light beyond.

—J. ). Jarves, 1863

Samuel Colman

1832-1920
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Storm King on the Hudson, 1866, oil on canvas, 81.6 x 152 ¢cm (32 1/8 x 59 7/8 in.). Gift of John Gellatly

Colman has just finished a fine landscape...full of rich

color and great truthfulness. The ‘noble Hudson’ is ... When the Storm King smites his thunderous gong
represented in its best aspect, a stormy sky is cover- Thy hills reply from many a bellowing wave;
ing the tops of the Highlands, while here and there a And when with smiles, the sun o’erlooks their brow,
gleam of sunlight shines out and is reflected on the He sees no stream more beautiful than thou.

surface of the stream, the tow boats are coming —Untitled poem by unknown nineteenth-century poet

down, heavily burdened.
— Paletta, 1867
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He.: garden [Cecilia Thaxter’s on the Isle of
Shoals]...was unlike any other garden, although
more beautiful, perhaps, than the more conventional
gardens I have seen lately; for it was planted all
helter-skelter, just bursts of color here and there,—
and what color! I have been told the sea-air makes
the color of the flowers more vivid than they appear
in inland gardens. Certainly it was so in this garden.

Mary Nimmo Moran (1842-1899),
The Old Homestead, 1880, etching
and chine collé on paper, 19.4 x 29.8
cm (7 3/4 x 11 15/16 in.). Transfer
from Smithsonian Institution,
National Museum of American
History, Diviston of Graphic Arts

—Maud Appleton McDowell, 1935

Childe Hassam (1859-1935),
Dexter’s Garden, 1892,
watercolor on paper, 50.2 x 35.8
cm (19 13/16 x 14 1/8 in.). Gift
of John Gellatly

Albion Harris Bicknell (1837-
1915), Mill Pond, n.d., monotype,
35.4 x 50.8 cm (13 15/16 x 20 in.).
Gift of Brian A. Higgins and Jane
Edgingron Higgins
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William Merritt Chase (1849-
1916), Terrace, Prospect Park,
n.d., pastel, 23.2 x 34.5 cm

(9 5/16 x 13 13/16 in.).

Gift of John Gellatly

tastern Prospects

I prefer every time a
picture composed and
painted out-doors. The
thing is done without your
knowing it. Very much of
the work now being done
in studios should be done
in the open air. This making
studies and then taking
them home to use them is
only half right. You get
composition, but you lose
freshness; you miss the
subtle, and to the artist, the
finer characteristics of the

scene itself.
—Winslow Homer, 1882

Winslow Homer (1836-1910),

Bear Hunting, Prospect Rock, 1892,
watercolor, ink, and pencil on paper,
35.3x50.8 cm (13 15/16 x 20 1/16
in.). Gift of John Gellatly
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The art of painting has powers to dignify man, by transmitting to posterity his

noble actions, and his mental powers, to be viewed in those invaluable lessons of religion,

love of country, and morality.

Benjamin West

1738-1820

Helen Brought to Paris, 1776, oil on canvas, 143.3 x 198.3 cm (56 1/2 x 75 3/8 in.). Museum purchase

Paris, bribed by Venus to select her as most beautiful
of goddesses, awaits entranced as his prize, Helen of
Troy, is led in by Venus and Cupid. Venus whispers
encouragingly to Helen, as she gently pushes her
toward her intended. Cupid on the other hand tugs at
her arm with open-mouthed urgency. West neatly
places three hands on the central vertical axis of the
painting—those of Cupid, Venus, and Helen—in an
expressive conjoining of gestures....

The wonderful shadow falling across [Cupid’s| eves
is a deeply symbolic passage: this union will result in
the Trojan War. One wonders if it was a coincidence

that [Helen Brought to Paris] was painted the year
the American Revolution erupted. Despite his close
friendship with George 111, West remained a partisan
of the rebel cause.

—William Kloss, 1985

West with his own great soul the canvass warmes,
Creates, inspires, impassions human formes,
Spurns critic rules, and seizing safe the heart,

Breaks down the former frightful bounds of Art.
—Joel Barlow, 1807
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If an Artist loves his Art for its own sake, he will delight in excellence wherever he meets it,

as well in the work of another as in his own.

Washington Alls

Allston portrays Hermia and
Helena, from A Midsummer
Night’s Dream, who represent
perfect, intimate friendship.

We, Hermia, like two
artificial gods

Have with our needles created
both one flower,

Both on one sampler, sitting
on one cushion,

Both warbling of one song,
both in one key,

As if our hands, our sides,
voices, and minds

Had been incorporate. So we
grew together,

Like to a double cherry:
seeming parted,

But yet a union in partition,
Two lovely berries moulded

on one stem
—William Shakespeare

Hermia and Helena, before 1818, oil
on canvas, 72.5 x 62.5 cm (29 x 25 in.).
Museum purchase through the
Smithsonian Institution Collections
Acquisition Program and made possible
by Ralph Cross Johnson, Catherine W.
Myer, and the National Institute Gift

ton

1779-1843
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A story told by a painter must obey the laws of pictorial art. The painter tells his story with the

delicacies of his chiaroscuro, with the suggestions of his form.

George In

11ess

1825-1894

Lnness felt no great desire to
depict particular places, and
when asked where a land-
scape was painted, he re-
plied, “Nowhere in particu-
lar. Do you think I illustrate
guide books? That’s a pic-
ture.” Moreover, he felt free
to manipulate, even to
ignore, the colors, forms, and
arrangements of nature for
his own ends. “My forms,”
he said, “are at my finger
tips as the alphabet is on the
tongue of a schoolboy.” It
was also said of him that he
“painted within the four
walls of the room, away
from and without reference
to any particular nature; for
he himself was nature”....
His primary dedication was
to the mechanism of color
and shape itself, and only
secondarily to what it could

depict or express.
—Nicolai Cikovsky, Jr., 1971

September Afternoon, 1887, o1l o1
151 3o em (37 1728 29 1m

Gatr of Willham T0 1




49|

A great value in a work of art is that we may read the man in his work, nay, more — we may

read the man and his time, and art which is immortal renders a people immortal.

—

Elliott Daingerfield

1859-1932

Bringing Home the Newborn Lamb, 1890, oil on canvas, 76.8 x 114.3 cm (30 1/4 x 45 in.). Museum purchase

No complete estimate of [his paintings| can be made
without the recognition of certain dominating forces
alwavs at work behind Mr. Daingerfield’s brush,
namely the spiritual approach he brought to all of his
creative effort, and his firm belief in a union existent
between man, the elements in which he lives and
moves, and the God who created all these. He could
not, therefore, observe even the simplest manifesta-

tion of nature except as an outward and visible sign
of the inner meaning of life upon the earth; and a tree
upon the hillside with its decorative branches against
the sky existed for him, not only as a beautiful
pattern, but one which became a symbol of Life itself
in the entire cvcle of its growth, maturity and final

absorption into the elements surrounding it.
— Lucile Howard, 1934
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When my father placed a box of colors and
brushes in my hands, and | stood before my
.easel with its square of stretched canvas, I re-
alized that | had in my possession the where-
with to create a masterpiece that would live
through the coming ages. The great masters
had no more. | at once proceeded to study
the works of the great to discover how best
to achieve immortality with a square of can-

vas and a box of colors.
—Albert Pinkham Ryder, 1905

Albert

Pastoral Study, before 1904, oil on canvas, 60.9 x 74.6 cm (24 x 29 3/8 in.).
Gift of John Gellatly

Lord Ullin’s Daughter, before 1907, oil on canvas, 32 x 46.7 cm (20 1/2
x 18 3/8 in.). Gift of John Gellatly



Pinkham Ryder

Traditionalists saw him as the last roman-
tic, using literary and narrative themes that
were honored staples of romanticism since
the 1830s. The avant-garde championed
his tendencies toward abstraction and his
unconventional stance as an artist. Every-
one made political capital from the idea
that Ryder was naive, a “visionary,” for
this was tantamount to saying that his
achievement was natural and true, dredged
from some deep current of character that
was part of the American patrimony....
The legends that began to appear even
before Ryder’s death are like the thick
varnishes that often cover his paintings.
Once they added a touch of mystery, but
they have grown cloudy with age, making
the man and his work seem remote. By
going back to the facts and looking closely
at Ryder’s world, we can penetrate the
opacity a bit and perceive the remarkable
composition and color of his career.
—Elizabeth Broun, 1989

|
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“Old man Ryder,” he is apt to be called by the
voung generation of painters, yet in the quality
of his work he is much nearer to the modern
expression of intellectualized emotion than all
but a few of the young men. In his unobtrusive
sincerity he, in fact, anticipated that abstract
expression toward which painting is returning
and may almost be said to take his place as an

old master in the modern movement.
Charles Caffin, 1913

Moonlight, 1880-83, oil on wood,
40.4x45cm (15 7/8 x 17 3/4 in.).
Gift of John Gellatly

1847-1917

Flying Dutchman, ca. 1887, oil on canvas, 36.1 x 43.8 cm (14 1/4 x 17 1/4 in.).
Gift of John Gellatly
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All that | would do | cannot—that is, all | could say in art — simply from lack of training,

but with God'’s help | hope to be able to deliver the message he entrusted to me.

Edward Mitchell Bannister

1828-1901

Bannisters contemporaries frequently described him as a poctic painter whose

style was shaped more by his sensitivity to nature than by the example of other
artists. In their friendly appraisals of a well-liked man, many artists overlooked his
awareness of French Barbizon painting and its American legacy in the works of
William Morris Flunt, George Inness, Homer Dodge Martin, Alexander Helwig,
Wyant, and others. Bannister’s appreciation of the Barbizon stvle enhanced his

inherently spiritual approach to nature.
Lynda Roscoe Hartigan, 1985




To say of a picture “It is like a Blakelock” is high praise and suggests color,

quality, tone and complete unity.

—Elliott Daingerfield, 1913

Ralph Albert Blakelock

1847-1919

5

At Nature’s Mirror, n.d., oil on canvas, 40.9 x 61 cm (16 1/8 x 24 in.). Gift of William T. Evans

His process was slow and laborious; sometimes
vears would elapse from the beginning to the end of
his pictures, and many vears at that. He piled on
pigment and he scraped, he varnished and he re-
painted, and he was likely at the last to completely
change his theme once he had the proper foundation
of paint on the canvas or panel.... It was something
he could never by any means repeat once the work *
was finished, for he least of all knew how the effect
was secured. It was feeling, pure and simple, like the

improvisations of some gifted musicians.
—Frederick W. Morton, 1902

No American arust, except A. P. Ryder, has ever been
able to get so much magic into a small space as
Blakelock does in many of his tiny canvases. A pool
and trees, a bit of meadow and woodland, become a
wonderland under his hands, and the vague httle
figures with which he loves to people his landscapes
have a wild, sweert strangeness—a fantastic delicacy
and grace.... Blakelock’s are creatures of the wilder-
ness, as free of all human tradition and convention as
those wild birds that dip in cataracts, the water

ouzels of the Sierras.
—Harriet Monroe, 1913
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It was in the ideal pieces that the aesthetic goals of the neoclassic sculptor
could be most clearly seen, for theform of his portraits was naturally condi-
tioned, in part at least, by the subject and patron, while the artist could
indulge his own concepts in the ideal works. The classical world, the world of
ancient Greece, provided America with inspiration, from its democratic
political goals to the classical temples that America turned into her homes, her
colleges, her churches, and her government buildings. If classical forms were
considered the symbol of an ideal way of life reborn, then a classical renais-
sance in sculptural terms is not surprising. The neoclassic sculptors reiterated
the classical concept of the human body as the ultimate artistic ideal, an ideal

of beauty rather than expressiveness.
—William H. Gerdts, 1973

Neoclassical

Chauncey Bradley Ives (1810-1894),
Undine, ca. 1880/carved 1884,
marble, 197.2 x 49.2 x 58.4 cm

(77 5/8 x 19 3/8 x 23 in.). Museum
purchase made possible in part by the
Luisita L. and Franz H. Denghausen
Endowment

Horatio Greenough (1805-1852), George
Washington, 1840, marble, 345.4 x 259.1
82 1/2

x 209.6 cm (136 x 102 x mn

Iransfer from the U.S. Capirtol
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Henry Kirke Brown
(1814-1886), La Grazia,
modeled ca. 1844, bronze,
47.2x24.6x259cm

(18 7/8 x 9 3/4 x 10 1/4 in.).
Museum purchase

Hiram Powers (1805-1873),
Last of the Tribe, modeled
1867-72, marble, 167.9 x
57.7 x 81.3 cm (66 1/8 x

22 3/4 x 32 in.). Museum
purchase in memory of
Ralph Cross Johnson

culpbture

Then this last winter | finished what I consider as my
best work—it is so considered by all, I believe—the
Libyan Sibyl.... It is a very massive figure, big shoul-
dered, large-bosomed, with nothing of the Venus in
it, but as far as | could make it, luxuriant and heroic.
She is looking out of her black eyes into futurity and
sees the terrible fate of her race. This is the theme of
the figure—Slavery on the horizon, and | made her
head as melancholy and severe as possible, not at all
shirking the real African type. On the contrary, it is
thoroughly African.

—William Wetmore Story, 1861

William Wermore Storv (1819-1893).
The Libyan Sibyl, 1868, marble, 144.8
x784x11l.1ecm (57 x 30 7/8 x 43 3/4
1.). Bequest of Henry Cabot Lod

through John Ellerton Lodge
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The nude statue should be an unveiled soul.

Hiram Powers

1805-1873

[Hiram Powers’] nude female figures repre-
sented philosophical and spiritual concepts.
From his regular reading of Swedenborg’s
writings, he was convinced that the human
body is in the image of heaven and that heaven
is in the image of God, the Divine Human. His
knowledge of these correspondences also gave
him a profound respect for the female form. He
undoubtedly was familiar with teachings such
as, “woman has a twofold beauty, one natural
being the beauty of her face and body, and the
other spiritual being the beauty of her love and
manners’....

In comments about the passing phase of
tinting sculpture to make it look more lifelike,
he writes: “...an uncolored marble statue is, so
to speak, a sentiment clothed in a spiritual
body; colored, it becomes material and sen-

sual.”
—Martha Gyllenhaal, 1988

Eve Tempted
A faultless being from the marble sprung,
She stands in beauty there!
And when the grace of Eden ‘round her clung—
Fairest, where all was fair!
Pure, as when first from God'’s creating hand,
She came, on man to shine;
So seems she now in living stone to stand—

A mortal, yet divine!...
—Bayard Taylor, 1845

LFve Tempted, 1842, marble, 1749 1 758\ 52
} S8 N 2P ! ) .M
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I never knew but one artist, and that’s Tom Eakins, who could resist the temptation to see

what they thought ought to be rather than what is.

Thomas Eakins

1844-1916

William Rush’s Model, 1908, oil on canvas, 90 x 120 cm (36 x 48 in.). Gift of Mr. and Mrs. R. Crosby Kemper

Thomas Eakins, America’s greatest portrait and figure painter, rarely used nude
figures in major compositions, although his work was based almost entirely on
study of the nude form. William Rush’s Model provides haunting evidence of this
lifelong preoccupation; it is the final version of a subject the artist had painted
many vears earlier, memorializing William Rush, the early Philadelphia carver who
was the first American artist known to have worked directly from a nude model.
Anatomical studies and training abroad under the French academic master Jean-
Léon Gérome had convinced Eakins that the nude was the touchstone of art. He
later taught this principle to students at the Pennsylvania Academy of the Fine Arts
despite objections from school authorities.

—William H. Truettner, 1986

—Walt Whitman

If America is to produce
great painters and if
young art students wish
to assume a place in the
history of the art of
their country, their first
desire should be to re-
main in America to peer
deeper into the heart of

American life.
—Thomas Eakins, 1914
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Uil the beginning of the nineteenth century, American artists portrayed
children as miniature adults in both pose and costume. This grew out of
the widespread belief that children were unredeemed and naturally sinful,
having to be trained from cradle to assume moral and social responsibili-
ties. Enlightenment philosophy,‘the advent of Romanticism, and shifts in
Protestant theology, however, brought a general change in the perception
of children in the early 1800s and artists began to portray childhood as a
unique phase of life distinct from the cares of maturity.... In keeping with
this growing appreciation of childhood’s inherent simplicity and zest,
artists often indulgently depicted children’s inevitable mischief, finding
amusement and relief from adult worries in their innocent antics and

games.
—Karol Ann Lawson, 1990

Thomas Crawford (1813-1857),
Boy with Broken Tambourine, 1854,
marble, 108.6 x 39.7 x 38.4 cm

(42 3/4 x 15 5/8 x 15 1/8 in.).
Museum purchase

Images of

Harriet Hosmer (1830-1908), Puck,
1856, marble, 77.5 x 42.1 x 49.9 cm
(30 1/2 x 16 5/8 x 19 3/4 in.). Gift of
Mrs. George Merrill

Samuel F. B. Morse (1791-1872),

The Goldfish Bowl, ca. 1835, oil on wood,
98 300.4 cm (29 5/8 x 24 7/8 n.). Gift
f Mrs. J. Wright Rumbc in loving
nemory of her father G Colgare

1
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[nnocence

Untouched by worldly experience, the child
was identified with moral innocence and
believed to be in harmony with God and
nature. Although this concept was to change
before the end of the century, it enjoyed a
popularity of epidemic proportions during
the mid-century decades and was often
expressed in poetry and prose, painting,

prints and sculptures.
—Lois Marie Fink, 1977

David Gilmour Blythe (1815-1865),
Boy Playing Marbles, ca. 1858,
oil on canvas, 55.6 x 67.4 cm

22 x 26 1/2 in.). Museum purchase
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Julian Alden Weir (1852-1919),
Children Burying a Bird, 1878,
oil on canvas mounted on fiber-
glass, 56.3 x 46.1 cm (22 1/4

x 18 1/8 in.}. Museum purchase
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The way in which the Italian scene on such
occasions as this seems to purify itself to the
transcendent and perfect idea alone—the idea
of beauty, of dignity, of comprehensive grace,
with all accidents merged, all defects dis-
owned, all experience outlived, and to gather
itself up into the mere mute eloquence of what
has just incalculably been, remains forever the
secret and the lesson of the subtlest daughter
of History.... Seen thus in great comprehensive
iridescent stretches, it is the incomparable
wrought fusion, fusion of human history and
mortal passion with the elements of earth and
air, of colour, composition and form, that

Thomas Hiram Hotchkiss (ca. 1834-1869), Torre di Schiavi, 1865, oil on canvas, constitutes her appeal and giVCS it the su-
56.9 x 88.1 cm (22 3/8 x 34 3/4 in.). Museum purchase preme heroic grace.

—Henry James, 1909

Americans

A visit to Italy is perhaps more of an epoch in the life of an American artist than in
that of any other. The contrast between the new and old civilization, the diversity
in modes of life, and especially the more kindling associations which the enchant-
ment of distance and long anticipation occasion, makes his sojourn there an epi-

sode in life.
—Henry T. Tuckerman, 1867

Sanford Robinson Gifford (1823-1880), Villa Malta, Rome, 1879, oil on canvas, 33.6 x 69.5 cm
(13 1/4 x 27 3/8 in.). Gift of William T. Evans
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Thomas Worthington Whittredge (1820-1910), The Ampbhitheatre of
Tusculum and Albano Mountains, Rome, 1860, oil on canvas,
61 x 101.6 cm (24 x 40 in.). Museum purchase

n Italy

asper Francis Crops 1823-

7 . The Coast of Genoa.

Daniel Huntingron (1816-1906), Italy, 1843, o1l on canvas, 98.1 x 74 cm
38 5/8 x 29 1/8 in.). Museum purchase
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I have a strong sympathy for all women who have struggled and suffered.

Edmonia Lewis

1843/1845-after 1911

For some critics, Lewis’s work seemed to hold the
promise of a meaningful change. By the 1860s American
sculpture followed the classical tradition so closely that
an anonymous writer remarked, “Has sculpture no new
domains to occupy, no new worlds to conquer?” Lewis,
who dealt with the human-rights issues of her time and
pursued a more emotional and naturalistic vein than
many of her contemporaries, represented a fresh ap-
proach. Visiting her Roman studio, the writer who
criticized neoclassical sculptors wondered if “the youth-
ful Indian girl” would forge a “distinctive if not original

style in sculpture.”
—Lynda Roscoe Hartigan, 1985

[Edmonia Lewis’s] father was a free African-American
and her mother a Chippewa Indian. Orphaned before she
was five, Lewis lived with her mother’s nomadic tribe
until she was twelve years old. [After attending Oberlin
College and briefly studying sculpture in Boston], Lewis
decided to settle in Rome.... Lewis was unique among
sculptors of her generation..., as she rarely employed
[talian workmen and completed most of her work with-
out assistance. Her motivation was probabl<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>