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Dear Teachers,

NOVE M B E R 15, 2014

This resource is designed to introduce you and your students to the rich holdings of The Baltimore
Museum of Art’s newly reinstalled American Wing. Taking inspiration from the refreshed display
of American art, we present selected objects in carefully chosen groups to highlight aesthetic
similarities and explore thematic connections across time and medium. Each suite of objects is
accompanied by engaging activities that support standards of learning and facilitate meaningful
learning about American art.
There are a total of eight lessons in this resource and they each contain the following:
• Full-color images of artworks.
• Key Topics: A list of key topics to highlight important concepts in the text.
• Close Looking: An exploration of the visual elements of the central artwork.
•	Art in Context: Information on the multiple contexts (historical, art historical, social, economic,
geographic, etc.) in which the art was produced.
• Artist Spotlight: Biographical information on the artist.
•	Classroom Activities: Experiences that lead students in close looking and engage them with
the important ideas and techniques introduced through the featured artworks.
•	Standards and Curriculum: A list of relevant standards from the Common Core State
Standards and Maryland State Curriculum.
All lessons support the following 21st-Century Skills:
• Communication and Collaboration
• Creativity and Innovation
• Critical Thinking and Problem Solving
• Flexibility and Adaptability
• Initiative and Self-Direction
• Leadership and Responsibility
• Productivity and Accountability
• Social and Cross-Cultural Skills
Please keep in mind that works of art at the BMA rotate. If you plan to bring students to the
Museum, be sure to call ahead to confirm that particular artworks are on view. We hope you and
your students enjoy this resource. We wish you the best as you begin (or continue) your journey
exploring American art at the BMA!
The Baltimore Museum of Art Teacher’s Guide to the American Collection has been made possible
in part by a major grant from the National Endowment for the Humanities: Exploring the human
endeavor. Generous support for this important Teacher’s Guide was provided by the Shelter
Foundation, Patricia and Mark Joseph.
SUZY WOLFFE & E LIZAB ETH B E NSKI N
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YOUNG
AMERICA

CLOS E LOOKI NG
of Charles Calvert was created when
Charles was just five years old. Charles stands in a commanding fulllength pose wearing a plumed hat and expensive clothes made of
imported silk. He holds drumsticks in his right hand and is attended
by an enslaved boy who holds a drum and also wears fine dress.
Charles appears as a miniature adult, which was often the way
children were depicted during the 18th century. The grand scale of
the Charles Calvert portrait, its outdoor setting, lush textures, rich use
of light and shade, and careful details identify it as being painted in a
European style that wealthy American patrons demanded.
j oh n h e s s e li u s ’ s pai nti n g

Joshua Johnson around 1804,
Charles Herman Stricker Wilmans was a young child of six or seven
when this portrait was made. Blond with blue eyes, Charles wears
pai nte d by balti m or e arti st
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KEY TE R M S
• Colonial Maryland/
Federal Baltimore
• Children’s Portraiture
• Free African-Americans
• Landowners
• Merchants

CHARLES CALVERT
AND HIS SLAVE (left) 1761
John Hesselius
American, 1728–1778
Oil on canvas
Gift of Alfred R. and Henry G. Riggs,
in Memory of General Lawrason Riggs
BMA 1941.4

CHARLES HERMAN
STRICKER WILMANS

(right) c. 1804
Joshua Johnson
American, 1761–c. 1830;
active in Baltimore, 1796–1824
Oil on canvas
Bequest of Susan D. Tilghman Horner
BMA 1944.6
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ARTIST SPOTLIGHT
portraitist Gustavus
Hesselius, John was born in the colonies and
worked primarily in Maryland and Virginia
as an artist and as a plantation owner in
Anne Arundel County. He was one of the
few members of a group of artists working
in the Middle Colonies whose training was
exclusively American. By the early 1750s,
Hesselius had established himself as a
colonial painter of the upper class and
painted many of the prominent families in the
area. His wealthy patrons demanded refined
portraits in the style of their aristocratic
counterparts in Europe. Benedict Calvert
was one of Hesselius’s most important
patrons, and the portraits of his children
were the artist’s most important commissions
to date. Around 1824, Baltimorean Robert
Gilmor, one of America’s first art collectors,
declared Hesselius the painter “by whom the
greater part of the family portraits in the old
mansions of Maryland was painted, and that
in a respectable manner.”1
s on of swe d i s h - b or n

YOU NG AM E R ICA

a dark-gray suit, white collar, and red shoes. His right hand holds a
pair of white gloves and his left rests on the barrel of a toy gun. A small
white dog looks up at him adoringly in the left foreground. Behind
Charles is a backdrop consisting of a dark-green, fringed drape pulled
back to reveal a vine-covered gray stone arch and a landscape with
buildings. Johnson’s portrait has many characteristics that identify it as
early American. Portraits of this period were frequently painted with
minimal contrasting light and shade resulting in a more flattened or twodimensional appearance. This is true of the faces of the sitters, which
may appear to the viewer as somewhat rigid. Intricately painted details
are also found in early American paintings, as evidenced in the depiction
of the ornate metalwork of Charles’s gun.

ART I N CONTEXT
char le s calve rt was one of thirteen children born to Elizabeth and
Benedict Swingate Calvert, a politician and planter in Maryland who
bred and trained horses. The illegitimate son of Charles Calvert, Fifth
Lord Baltimore and proprietary governor of the Province of Maryland,
Benedict was unable to inherit his father’s title or estates. However,
at the death of the Fifth Lord Baltimore, when Maryland became a
proprietary colony under the governorship of Benedict’s half-brother
Frederick Calvert, the family benefitted from income garnered from
taxes and rents. Ten years before young Charles’s portrait was painted,
Benedict inherited a 4,000-acre plantation, known as Mt. Airy, in Prince
George’s County, Maryland, where he grew tobacco using the labor
of more than one hundred and fifty slaves. Eager to produce bountiful
cash crops, plantation owners, such as Calvert, used enslaved people
and indentured servants as their labor force both in the fields and in
the home. West Africans, traded through the West Indies, were forced
to plant and harvest crops such as tobacco and act as servants and
childcare-givers. Young people were even designated as playmates for
their owner’s children. This may have been the role of the young boy in
Charles Calvert’s portrait whose identity is yet to be discovered. Charles
Calvert, like many young men of his status, was sent to England to be
educated at Eton College. Intended heir to his father’s holdings, young
Charles died in England at the age of seventeen, never marrying or
having children. His legacy and that of the rest of the Calvert family is
carried on in eponymously named sites in Maryland, such as Calvert
County and Calvert Cliffs State Park, and as far afield as the town of
Calvert, Texas.
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ARTIST SPOTLIGHT

Joshua Johnson
advertisement
published in the
Baltimore Telegraphe,
October 11, 1802, 3.

of the 19th century, when Joshua Johnson painted
the Charles Wilmans portrait, Baltimore had become the third largest
city in America, having experienced tremendous growth during
and after the Revolutionary War. The city was an important port for
the “Triangle Trade” between America, Europe, and the West Indies.
Baltimore exported commodities such as grain, tobacco, and wheat
flour ground at one of more than fifty grist mills around the city. The
city imported manufactured and luxury goods such as Chinese silks,
English porcelain, French wallpapers and clocks, Irish glassware, sugar
cane from the British settlements in the West Indies, and West African
peoples trafficked through the West Indies.
at th e b e g i n n i n g

Charles Wilmans’s father, Carl Heinrich Wilmans, was a merchant
involved in Baltimore’s bustling trade, though his exact vocation is not
known. Sadly, he was lost at sea in 1798, when Charles was a year
old. A few years before this portrait was made, his mother married
the owner of the Bellona Gunpowder Factory outside Baltimore.2 It is
possible that the gun in Charles’s portrait is a nod to his stepfather’s
occupation. The family would have been living a comfortable middleclass life, thus having the funds to commission Charles’s portrait. Like
his father, Charles died tragically on the water. According to the family,
on January 18, 1833, when Charles was thirty-six, he was killed in a
boat accident on the Ohio River.3

j os h ua j oh n s on was a free artist of
African descent—the earliest known AfricanAmerican artist to earn his living as a
portrait painter. In 1798, Johnson placed a
newspaper advertisement in the Baltimore
Daily Intelligencer describing himself as a
“self-taught genius” and offering “the most
precise and natural likenesses” of his sitters.
Speaking in third person, Johnson hinted at
his formal challenges as a slave by stating
that he had “experienced many insufferable
obstacles in the pursuit of his studies…”
Johnson continued that it was “…highly
gratifying to him to make assurances of this
ability to execute all commands with an effect,
and in a style, which must give satisfaction.”4

A manumission (release from bondage)
dated July 15, 1782, stated that Joshua
Johnson was the son of a European American
man, George Johnson, and an unidentified
enslaved woman owned by Baltimore area
farmer William Wheeler, Sr. In it, George
Johnson acknowledged his son and agreed
to free Joshua, age nineteen, under the
condition that he either complete his current
apprenticeship with Baltimore blacksmith
William Forepaugh or turn twenty-one,
whichever came first.5 The bill records that
on October 6, 1764, eighteen years prior,
George Johnson had purchased Joshua
from Wheeler. Joshua Johnson received his
freedom in 1782 and became a portraitist,
working in Baltimore from 1796 to 1824.
By 1810, 22% of people living in Baltimore
consisted of Africans and their descendants.6
Of this group, 45% were enslaved, and
55%, including Johnson, were free. Between
1790 and 1810, these “other free persons,”
as they were referred to in census records,
experienced a higher growth rate than any
other demographic group in Baltimore,
increasing 15.4%.7 At the time, Maryland
state law assumed that all people of African
descent were slaves, unless they could prove
that they were free either through descent or
through manumission.8
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E LEANOR CALVE RT (left) 1761
Oil on canvas
Born: Annapolis, Maryland 1728
Died: Prince George’s County, Maryland 1778
Gift of Alfred R. and Henry G. Riggs, in Memory of
General Lawrason Riggs, BMA 1941.9
E LI ZAB ETH CALVE RT (right) 1761
Oil on canvas
John Hesselius
Born: Annapolis, Maryland 1728
Died: Prince George’s County, Maryland 1778
Gift of Alfred R. and Henry G. Riggs, in Memory of
General Lawrason Riggs, BMA 1941.10

R E LATE D ARTWOR K
I N 1761, TH E SAM E YEAR that John Hesselius painted Charles Calvert,
the artist was given the commission to paint Charles’s twin sisters
Eleanor and Elizabeth, aged eight. While Charles was painted in an
expensive full-length format, his sisters were painted in a less costly
round format showing their bodies in three-quarter view. The grand
size and style of Charles’s likeness speaks to the value that was
placed on the male heir. While portraits of boys during the period
often show them with props such as pull toys, balls, drums, or toy
guns intended to reflect boisterous natures and masculinity, the small
bird that Eleanor holds and the cut flower in Elizabeth’s hand reflect
characteristics of ideal femininity for the time.

Eleanor Calvert later married John Parke Custis, stepson of George
Washington, who attended the wedding celebrations at the Calvert
family home. Elizabeth Calvert’s future father-in-law, Dr. George
Steuart, owned a racehorse that won a trophy commemorating the first
recorded formal horse race in Maryland. Made by silversmith John Inch
of Annapolis, the trophy, the oldest known piece of Maryland silver, is
housed at the BMA.
1

 ona K. Johnston, “American Painting of the
S
Revolutionary Period,” in Maryland Heritage: Five
Baltimore Institutions Celebrate the American
Bicentennial, ed. John B. Boles (Baltimore:
Maryland Historical Society, 1976), 62.

2

 rick Art Reference Library, http://arcade.nyarc.org/
F
record=b1081657

3

 arolyn J. Weekley and Stiles Tuttle Colwill, Joshua
C
Johnson: Freeman and Early American Portrait
Painter (Abby Aldrich Rockefeller Folk Art Center,
1987), 119.

4

 eekley and Colwill, Joshua Johnson: Freeman
W
and Early American Portrait Painter, 75.

5

J ennifer Bryan and Robert Torchia, “The Mysterious
Portraitist Joshua Johnson.” Archives of American
Art Journal 36, 2 (1996): 3–4.

6

 ariana L.R. Dantas, Black Townsmen: Urban
M
Slavery and Freedom in the Eighteenth-Century
Americas (New York: Palgrave Macmillan, 2008),
134

7

 antas, Black Townsmen: Urban Slavery and
D
Freedom in the Eighteenth-Century Americas, 136.

8

 eekley and Colwill, Joshua Johnson: Freeman
W
and Early American Portrait Painter, 24.

I N TH E GAR D E N c. 1805
Oil on canvas
Joshua Johnson
Born, probably Maryland 1763
Died, probably Maryland c. 1830
Gift of Edgar William and Bernice Chrysler
Garbisch, New York, BMA 1967.76.1

The unidentified young girl in this
painting wears red shoes similar
to those of Charles Wilmans
in his portrait. Johnson often
used the same props in multiple
compositions. These elements
included small dogs, strawberries,
cherries, large moths, and red
shoes, which appear in many of
his portraits of children.
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CLASS ROOM ACTIVITI E S
ACTIVITY 1: Exploring portraiture
Grades: 3–5, 6–8
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Within a unit of study on the Colonial Period,
students will look closely at Charles Calvert and
His Slave, Elizabeth Calvert, and Eleanor Calvert.
They will discuss the portraits and their historical
contexts using the questions below for consideration.
Students will form teams of four for the initial
discussions, then rejoin the class for a large group
discussion. Teacher will record the results of the
group discussion on a black/white board.
• What words would you use to describe the four people in the
paintings?
• What objects and landscapes were included in the portraits to
communicate ideas about the people in them?
• Using previous knowledge about life from this period and other
sources on the status of women and enslaved African Americans,
what words would you use to describe what the lives of these
four people may have been like?
• How were the individuals depicted and what do their faces,
clothing, and positioning tell us about their personalities, how
they lived, and the social and historical context of the time? Do
you think their portraits reflect an accurate picture of their lives?
Explain your response.
• Are there similarities between the way the two boys are depicted
in Charles Calvert and His Slave and what their lives may have
been like? Differences? Why do people have portraits made?

Students will then create individual self-portraits—
through drawing, painting, or paper collage—
representing themselves the way they want to be
perceived by others, including props, objects, or
environments that they feel communicate something
important about who they are and what they value.
They will then share the artistic choices they made to
convey their point of view in their self-portraits.

ACTIVITY 2: Examining the lives of free
African-Americans in 19th century Maryland
Grades: 3–5, 6–8
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Within a unit focused on the lives of enslaved and
free African Americans, students will examine Charles
Herman Stricker Wilmans and In the Garden. They
will discuss the life of the artist Joshua Johnson using
these and other resources. Students, divided into
teams of four, will research one free individual of
African descent in Maryland from the Revolutionary
period through the early 19th century using print and/
or online materials. The following questions will act as
a guide for their research.
•W
 hat kinds of trades were these individuals involved in?
•W
 hat were their lives like?
•H
 ow were their lives similar or different from enslaved AfricanAmericans in Maryland?

Students will come back together and share their
team research in oral presentations that feature visual
images. As a large class, the group will discuss the
differences and similarities between the life of the free
individual of African descent that they chose for their
research, and the life of Joshua Johnson.

ACTIVITY 3: Comparing American artistic
styles across time
Grades: 3–5, 6–8
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will look closely at Charles Calvert and
His Slave and Charles Herman Stricker Wilmans
and describe the two paintings. Using the following
questions, students will explore the similarities and
differences between the two in a class discussion.
Teacher will record student responses in a Venn
Diagram on a black/white board.
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• Describe the art elements—color, line, shape, texture, space, and
form—you see in the paintings.
• How are the subjects of the two paintings similar? How are they
different?
• How are the art elements used differently in the two paintings?
How did the artist use the art elements to express important
information about the subjects?
• How are the compositions (the arrangements of the different
parts of the image) of the two paintings similar? How are they
different? (See “Close Looking” section.)

Using the results of the comparative discussion
outlined above, previous knowledge, and additional
resources (including the full or adapted text of “Young
America”) individual students will write a one- to twoparagraph text exploring the following question. They
will then generate one additional question for further
exploration.
• What do the differences in the paintings suggest about the
socio-economic status of the individuals? Explain your response.
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STAN DAR D S AN D CU R R ICU LU M
COM MON COR E STATE STAN DAR D S

MARYLAN D STATE CU R R ICU LU M

English Language Arts
Grade 4
CCSS.ELA—Literacy.SL.4.1 Engage
effectively in a range of collaborative
discussions (one-on-one, in groups, and
teacher-led) with diverse partners on grade 4
topics and texts, building on others’ ideas and
expressing their own clearly.

History/Social Studies
Grade 4
5.C.4.a. Compare the lives of slave families
and free blacks.

CCSS.ELA—Literacy.W.4.7 Conduct short
research projects that build knowledge through
investigation of different aspects of a topic.
Grades 6–8
CCSS.ELA—Literacy. RH.6-8.7 Integrate
visual information (e.g. charts, graphs,
photographs, videos, or maps) with other
information in print and digital texts.
Grade 8
CCSS.ELA—Literacy.W.8.2 Write informative/
explanatory texts to examine a topic and convey
ideas, concepts, and information through the
selection, organization, and analysis of relevant
content.
CCSS.ELA—Literacy. W.8.7 Conduct short
research projects to answer a question
(including a self-generated question), drawing
on several sources and generating additional
related, focused questions that allow for
multiple avenues of exploration.

Grade 8
5.C.4.b. Analyze the experiences of AfricanAmerican slaves and free blacks.
Visual Arts
Grade 4
1.2.b. Create and describe artworks that
communicate mood and point of view.
1.1.a. Analyze ways that artists use and
communicate mood and point of view using art
vocabulary.
2.1.a. Analyze selected works of art and
describe how different artists express ideas
and feelings about the human experience.
Grade 8
2.1.a. Analyze the roles and functions of the
visual arts in expressing ideas, events, and
universal themes within and among cultural
groups.
2.2.a. Compare historical, social, and cultural
themes in selected artworks that communicate
beliefs, customs, or values of a society.
2.3.a. Compare similarities and differences in
subject matter, styles, and techniques among
various cultures and periods of art history.
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Charles Calvert and His Slave, 1761, Oil on canvas
John Hesselius
Born: Annapolis, Maryland 1728
Died: Prince George’s County, Maryland 1778
Gift of Alfred R. and Henry G. Riggs, in memory of General
Lawrason Riggs, BMA 1941.4
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Charles Herman Stricker Wilmans, c. 1804, Oil on canvas
Joshua Johnson
Born: probably Maryland 1763
Died: probably Maryland c. 1830
Bequest of Susan D. Tilghman Horner, BMA 1944.6
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Eleanor Calvert, 1761, Oil on canvas
John Hesselius
Born: Annapolis, Maryland 1728
Died: Prince George’s County, Maryland 1778
Gift of Alfred R. and Henry G. Riggs, in Memory of General
Lawrason Riggs, BMA 1941.9
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Elizabeth Calvert, 1761, Oil on canvas
John Hesselius
Born: Annapolis, Maryland 1728
Died: Prince George’s County, Maryland 1778
Gift of Alfred R. and Henry G. Riggs, in Memory of
General Lawrason Riggs, BMA 1941.10
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In the Garden, c. 1805, Oil on canvas
Joshua Johnson
Born, probably Maryland 1763
Died, probably Maryland c. 1830
Gift of Edgar William and Bernice Chrysler Garbisch,
New York, BMA 1967.76.1

SYMBOLS
OF THE NEW
REPUBLIC

CLOS E LOOKI NG
of George Washington dressed as
commander of the Continental Army stands on a platform decorated
with the likeness of the Greek god Apollo surrounded by acanthus
leaves.1 Washington’s left hand rests on his sword hilt and his right
holds a scroll. “Rue Michel-le-Comte, No. 33,” the address of the
Parisian clockmaker Nicolas Dubuc, is inscribed on the clockface.
Below it, a tribute written by Major General Henry Lee upon

a fu ll - le n gth fi g u r e
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KEY TE R M S
• Bald Eagle
• George Washington
• Symbol
• Import Goods
• United States of America

MANTE L CLOCK

c. 1815

Mercury gilded brass, iron, enameled metal
Designer: Jacques Nicolas Pierre François
Dubuc
Active Paris, 1815–1819
Gift of Mrs. Henry V. Ward
BMA 1932.33.5
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SYM BOLS OF TH E N EW R E PU B LIC

Washington’s death in 1799 reads, “The First in War, The First in
Peace, and in his countrymen [sic] hearts.” With wings outstretched,
an eagle, bearing an escutcheon, or shield, holds in one talon an olive
branch and in the other a sheaf of arrows. The orb below the eagle
rests on a plinth engraved “E Pluribus Unum.” The clock, standing
fifteen inches tall, is one of two Dubuc Washington clocks in the BMA
collection.
Eagle Detail From
Dubuc’s Mantel Clock

ART I N CONTEXT
for six years during the
Revolutionary War and the nation’s first president from 1789 to
1797, George Washington became a national hero to many. During
his tenure, he worked to expand the federal government, create a
national economy, more formally unite states that had functioned
independently, and shape foreign policy. At the death of Washington in
1799, a market quickly developed for Washington-related keepsakes.
Entrepreneurs, both in this country and in Europe, created an
explosion of “Washingtonia”—paintings, prints, porcelain, silver, jewelry,
collectibles, and textiles—that bore the deceased president’s likeness.
Often these goods came from France because many Americans
continued to boycott English goods following the Revolution.
as th e h ead of th e conti n e ntal ar my

Washington clock advertisement by
Nicolas Dubuc published in the Charleston,
SC, City Gazette and Daily Advertiser,
April 7, 1815.

Parisian clockmaker Nicolas Dubuc capitalized on the popularity of
commemorative Washingtonia by making and selling clocks adorned
with the figure of Washington to the American market. While some
Washingtonia was inexpensive, Dubuc clocks were affordable only to
the very well-to-do. A clock was the second most expensive item in
middle-class homes, the first being a wooden high chest of drawers.
In 1815, an unnamed Baltimorean received a letter from Nicolas
Dubuc describing plans to produce timepieces bearing Washington’s
likeness in two sizes, one fifteen inches tall, the other twenty inches
tall. An excerpt of this letter, dated 1815, appeared in early American
newspapers in Philadelphia, Raleigh, and Charleston:
“The mantle clocks, with the statue of Washington, which we had the
honor to plan when you were here, are completed. . . . I pray, sir, that
you will acquaint your gallant countrymen of this national and elegant
piece of furniture. You may rely upon it, that the statue is a good likeness
of ‘the Father of the Republic,’ as no pains and expense were spared
searching the Louvre, the galleries and hotels, which abound with efforts
to perpetuate his memorable person. There are connected with this work
other devices, entirely American, which cannot fail to make it desirable to
the Patriots of your country.” 2

Many of the “entirely American” devices to which Dubuc referred
are symbols that came to be associated with the United States from

SYM BOLS OF TH E N EW R E PU B LIC
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its infancy. The colonists fought bravely and against the odds for an
independence marking the end of rule under England’s monarchy and
the establishment of a democratic government. But how to represent
the abstract ideas of military power and might symbolically?

ARTIST SPOTLIGHT

On July 2, 1776, the day that the Continental Congress declared
America’s independence, a motion was passed to create a national
seal with emblems that would symbolize the tenacity of the colonies.
As a practical matter, American leaders needed a national seal to affix
to official documents. Unlike European seals that included centuriesold symbols of monarchy, America’s seal needed imagery that would
convey democracy, liberty, republicanism, and strength—abstract ideas
that were at the center of the Revolution. After much debate, the final
version of the Great Seal was adopted on June 20, 1782. The actual
seal is, in fact, only a written document. It describes the official imagery
to be engraved on a die or illustrated on a crest, as it is in the example
below, right.
Dubuc included on the clock the Great Seal’s central image, the eagle,
which is associated with the strength of Zeus, the ancient Greek king
of the gods and protector and ruler of humankind. The “American” bald
eagle was chosen for the Great Seal because it was believed at the
time to be a species unique to the new nation. The official description
reads, the “Escutcheon is born on the breast of an American Eagle
without any other supporters to denote that the United States of
America ought to rely on their own virtue.”3 The eagle is a symbol
of independence and power. It holds in one talon an olive branch,
associated with peace by early Roman poets and, in the other talon,
arrows. Described together on the Great Seal, they “. . . denote the
power of peace and war which is exclusively vested in Congress.”4
The olive branch and arrows convey that the United States “has a
strong desire for peace, but will always be ready for war.” In most
cases, the eagle’s head is turned toward the olive branch signifying the
nation’s preference for peace over war.
Included on the clock is an inscription, “E Pluribus Unum.” The
translation, “From Many, One,” refers to the thirteen states that formed
one nation under the United States Constitution. The Great Seal
describes the eagle as holding the motto on a scroll in its beak. Dubuc,
however, placed the motto below the eagle, probably because a thin
brass scroll in its beak would have been too fragile. The acanthus
leaves adorning the clock base were borrowed from Greco-Roman
antiquity, where they were used as a decorative architectural motif on
friezes, moldings, and capitals on top of columns. Finally, the clock
includes an image of the head of Apollo, considered by the ancient
Greeks to be the Lawgiver and the God of Light and Prophesy.
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th e r e we r e , i n fact , two Dubuc
clockmaker brothers working in Paris at the
beginning on the nineteenth century. Nicolas,
the elder, whose workshop was located
at Rue Michel-le-Comte, No. 33, was the
maker of the two Washington clocks in the
Museum’s collection. Rue Michel-le-Comte,
located in Le Marais district in east central
Paris, was an area where many artisans
worked. In the years prior to 1816, Nicolas
Dubuc was described as a clockmaker
in commerce directories, but in 1816, he
appears as both a clock maker and a clock
store owner.5 He made and assembled the
highly finished gilded clock case from a
multitude of individually molded,
cast, and
The Great Seal of the United States
formed pieces. Many of the elements were
attached to the case by very small nuts and
screws. While Dubuc produced the clock
case in his workshop, the clock workings
would have been supplied by another artisan.

Obverse Side of the
Great Seal

The most prominent feature is the American bald
eagle supporting the
shield, or escutcheon,
which is composed of 13
red and white stripes,
representing the original
States, and a blue top
which unites the shield
and represents Congress
The motto, E Pluribus
Unum (Out of many, one
alludes to this union. The
olive branch and 13
arrows denote the powe
of peace and war, which
is exclusively vested in
Congress. The constellation of stars denotes a
new State taking its plac
and rank among other
sovereign powers.

The Great Seal of the United States
Obverse Side of the
Great Seal

Reverse Side of the
Great Seal

The most prominent feature is the American bald
eagle supporting the
shield, or escutcheon,
which is composed of 13
red and white stripes,
representing the original
States, and a blue top
which unites the shield
and represents Congress.
The motto, E Pluribus
Unum (Out of many, one),
alludes to this union. The
olive branch and 13
arrows denote the power
of peace and war, which
is exclusively vested in
Congress. The constellation of stars denotes a
new State taking its place
and rank among other
sovereign powers.

The pyramid signifies
strength and duration:
The eye over it and the
motto, Annuit Coeptis
(He [God] has favored ou
undertakings), allude to
the many interventions o
Providence in favor of th
American cause. The date
underneath is that of the
Declaration of
Independence, and the
words under it, Novus
Ordo Seclorum (A new
order of the ages), signif
the beginning of the new
American era in 1776.

15
Reverse Side of the
Great Seal

G R EAT S EAL
Arms
Paleways of thirteen pieces Argent and Gules:
a Chief, Azure. The Escutcheon on the breast
of the American bald Eagle displayed, proper,
holding in his dexter talon an Olive branch, and
in his sinister a bundle of thirteen arrows, all
proper, & in his beak a scroll, inscribed with this
Motto. “E pluribus unum”.—
The pyramid signifies
strength and duration:
The eye over it and the
motto, Annuit Coeptis
(He [God] has favored our
undertakings), allude to
the many interventions of
Providence in favor of the
American cause. The date
underneath is that of the
Declaration of
Independence, and the
words under it, Novus
Ordo Seclorum (A new
order of the ages), signify
the beginning of the new
American era in 1776.

15

For the Crest
Over the head of the Eagle which appears
above the Escutcheon, A Glory, Or, breaking
through a cloud, proper, & surrounding thirteen
stars forming a Constellation, Argent, on an
Azure field.—
Reverse
A Pyramid unfinished. In the Zenith an Eye in a
triangle surrounded with a glory proper. Over
the Eye these words “Annuit Coeptis”. On the
base of the pyramid the numerals MDCCLXXVI
& underneath the following motto. “novus ordo
seclorum”
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ROU N D PLATTE R (left) c. 1800–1815
Porcelain
Manufacturer: Dihl et Guérhard, Paris,
1781–c.1824
Gift of Solomon Grossman, New York
BMA 2012.577.1

R E LATE D ARTWOR K
of the United States adopted the Great Seal,
the bald eagle quickly became a popular motif in eighteenth- and
nineteenth-century American art. Carved versions, such as the BMA
Eagle Finial (above, right), could be found adorning furniture and
architecture. With wings outstretched, the Eagle Finial was likely
carved in Boston by a craftsman as a decorative element on a piece
of furniture. Made of a single piece of wood and then gilded (covered
with thin gold leaf or paint), the eagle holds in its beak and talons a
metal branch with leaves.
afte r th e f ou n d e r s

Like the Washington clock, this porcelain dessert platter (above, left)
was made in France for an American market. It was created by the
Parisian firm Dihl et Guérhard (pronounced Dee-l eh Geh-rar) for
the Brown family of merchants, whose Baltimore patriarch Alexander
Brown was one of America’s earliest millionaires. Painted in black
enamel with gold highlights on a peach background, the border motifs
reflect Greco-Roman influences and speak to ideals important to the
new nation. Four seated figures in a classical style are separated by
agricultural tools, weapons, and musical instruments. The tools may
symbolize the New Republic’s foundation on an agrarian economy and
the instruments the importance of the arts and culture to the nation.
The weapons of war and the laurel branch of victory in the center of the
plate recall the recent victories of the Revolutionary War. The American
flag is dramatically situated in the center of the plate. Its thirteen stars
represent the thirteen original states of the New Republic. Part of a
larger dessert service, the round platter is evidence of American taste
for upscale French porcelain.

EAG LE FI N IAL (right) c. 1750
Basswood, carved and gilded; metal
Dorothy McIlvain Scott Collection
BMA 2012.335

1

 ara Pascali, “’Desirable to the Patriots’:
L
French Washington Clocks for the American
Market” (Winterthur Program in Early American
Culture, 2006–2007), 3. Apollo, the ancient
Greek god of truth and protector of colonists
was an apt symbol for Commander and
President George Washington. Acanthus
leaves, an ornamental motif in ancient Greek
architectural friezes, columns, and moldings
allude to the Greco-Roman inspired principles
discussed later in this lesson on which the
New Republic was based.

2

“ French Ingenuity,” City Gazette and Daily
Advertiser, Charleston, South Carolina, April
7, 1815; Poulson’s American Daily Advertiser,
Philadelphia, March 28, 1815; The Star,
Raleigh, North Carolina, April 7, 1815.

3

J ohn D. MacArthur, “Explanation of the Great
Seal’s Symbolism,” www.greatseal.com/
symbols/explanation.html.

4

 acArthur, “Explanation of the Great Seal’s
M
Symbolism.”

5

 ascali, “’Desirable to the Patriots’: French
P
Washington Clocks for the American Market,”
5. Cited from Almanach du Commerce, 1816.
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CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Exploring the bald eagle as a symbol of
American strength
Grades: K–2
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Teacher will share with students the definition of a
symbol, explaining that a symbol is a visual image or
an object that stands for a bigger idea. They will then
share with students that there are many American
symbols important to people in the United States.
Examples of those are the American flag, which
symbolizes freedom, and the bald eagle, which
represents strength. Students will compare and
contrast the images of bald eagles from the Mantel
Clock and the Eagle Finial, using the following
questions. Teacher will record student responses in a
Venn Diagram on a black/white board.
• What types of lines, colors, shapes, textures, and forms can you
find in the two artworks?
• Compare and contrast the two objects. What can you see that is
the same? What can you see that is different?
• Which of the objects do you think best shows strength? Why?

Individual students will create their own drawing
or paper collage of a bald eagle that they feel best
illustrates the idea of strength.

ACTIVITY 2:
Comparing and contrasting George
Washington in image and text
Grades: K–2
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will examine and describe the depiction
of George Washington on the Mantel Clock. Read
aloud or have students read an age-appropriate
description of George Washington’s qualities as a
leader. Students will then compare and contrast the
textual description with the visual image using the

following questions. Teacher will record student
responses throughout the discussion.
•W
 hat kinds of words are used in the text to describe George
Washington as a leader?
•W
 hat kinds of lines, shapes, colors, textures, and forms do you
see in this image of George Washington?
•W
 hat do the things you can see in this object make you think
about what George Washington was like?
•D
 o you get the same idea from the writing about George
Washington as you do from the image of George Washington
on the Mantel Clock? If so, why? If not, what is different?

Individual students will then select someone they
feel is an important leader in their lives, such as the
president, a community leader, a relative, or a sports
or media personality. They will each make a list of up
to 10 words that describe the leader they selected.
Using drawing or paper collage techniques,
students will then create an image of the leader
they chose to depict. Reflecting on the previous
discussion, they will share their artworks and explain
the artistic choices they made to communicate
leadership qualities.

ACTIVITY 3:
Reimagining the Great Seal of the United
States
Grades: K–2
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will look closely at the Mantel Clock,
Eagle Finial, and Round Platter, describing what
they see in the in the artworks. Teacher will share
with students the definition of a symbol, explaining
that a symbol is a visual image, an object, or even
a person that stands for a bigger idea. They will
then share with students that there are many
American symbols important to people in the United
States. Using these resources (original or adapted),
teachers will share that George Washington can be
seen as a symbol of leadership, the American bald
eagle as a symbol for strength and independence,
and the American flag as a symbol of freedom.
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Teacher will include explanations of the Greek and
Roman symbols visible on the works.
Teacher will divide students into teams of two or four
to design a new flag for the United States, using
the questions below to guide their thinking. Student
teams will designate a note-taker to record their
responses.
• Which symbols would you use for the new flag?
• The three objects that you looked at contain symbols from
ancient Greece and Rome, to connect the United States
to societies and ideas that the founders admired. Are there
images from other cultures that you might use in the flag or as
inspiration for the flag?
• What would you keep from the current flag? Why?
• How would you want Americans to feel when they see the new
flag? Proud? Excited?

Student teams will create a flag on a large sheet
of paper, using markers and/or paper for collage.
Each group will then share their new flag with the
class and describe their process for selecting the
symbols they incorporated into their work.

SYM BOLS OF TH E N EW R E PU B LIC
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STAN DAR D S AN D CU R R ICU LU M
COM MON COR E STATE STAN DAR D S

MARYLAN D STATE CU R R ICU LU M

English Language Arts
Grade 1
CCSS.ELA—Literacy.RI.1.9 Identify basic
similarities and differences between two
texts on the same topic (e.g., in illustrations,
descriptions, or procedures).

History/Social Studies
Grade 1
1.A.2.a. Identify and discuss the meaning of
common symbols associated with the United
States of America, such as the bald eagle, the
White House, and the Statue of Liberty.

CCSS.ELA—Literacy.SL.1.1 Participate
in collaborative conversations with diverse
partners about grade 1 topics and texts with
peers and adults in small and larger groups.

Grade 2		
1.A.2.b. Connect certain people, symbols,
songs and poems to the ideals they represent,
such as George Washington portrays
leadership, the American flag represents
loyalty and respect, and the Star Spangled
Banner represents courage and freedom.

Grade 2
CCSS.ELA—Literacy.SL.2.1 Participate
in collaborative conversations with diverse
partners about grade 2 topics and texts with
peers and adults in small and larger groups.

Visual Arts
Grade 1
1.2.b. Use color, line, shape, texture, and form
to represent ideas visually from observation,
memory, and imagination.
1.3.a. Explore and discuss the qualities of color,
line, shape, texture, and form in artworks.
2.1.a. Observe works of art and identify ways
that artists express ideas about people, places,
and events.
Grade 2
1.1.a. Describe colors, lines, shapes, textures,
forms, and space found in observed objects
and the environment.
1.2.a. Describe how artists use color, line,
shape, texture, form, and space to represent
what people see, know, feel, and imagine.
1.2.b. Use color, line, shape, texture, form,
and space to represent ideas visually from
observation, memory, and imagination.
2.1.a. Observe works of art and describe how
artists express ideas about people, places, and
events.
2.2.b. Communicate a variety of reasons
for creating artworks, such as feelings,
experiences, events, places, and ideas.
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Mantel Clock, c. 1815, Mercury gilded brass, iron,
enameled metal
Designer: Jacques Nicolas Pierre François Dubuc
Active Paris, 1815–1819
Gift of Mrs. Henry V. Ward, BMA 1932.33.5

SYM BOLS OF TH E N EW R E PU B LIC
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Round Platter, c. 1800–1815, Porcelain
Manufacturer: Dihl et Guérhard, Paris, 1781–c.1824
Gift of Solomon Grossman, New York
BMA 2012.577
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Eagle Finial, c. 1750
Basswood, carved and gilded; metal
Dorothy McIlvain Scott Collection, BMA 2012.335

MADE IN
MARYLAND

KEY TE R M S
• Baltimore Manufacturing
• Fancy Furniture
• Federal Style
• Maryland Silver
• Trade

AR MCHAI R

c. 1805

Wood, painted; with polychrome and gilt
decoration
Makers: John Finlay (1771–1851) and Hugh
Finlay (1781–1831)
Decorator: Francis Guy (1760–1820)
Gift of Lydia Howard de Roth and Nancy H.
DeFord Venable, in Memory of their Mother,
Lydia Howard DeFord; and Purchase Fund
BMA 1966.26.6

CLOS E LOOKI NG
is part of a thirteen-piece suite of painted
furniture, called “fancy furniture,” made in Baltimore at the turn of
the nineteenth century. The set includes ten armchairs, two settees,
and a marble-top table, all of which are part of the BMA collection.
The furniture was made not for domestic use but for the Baltimore
Dancing Assembly rooms, an exclusive club available by subscription
to the area’s wealthiest residents whose fortunes came from the city’s
booming import/export business. The assembly rooms, consisting
of ball, supper, dressing, and card rooms, intended to encourage
interactions for this social class in a private setting.1
th e wi llow b r ook chai r

TEACH E R’S G U I D E | AM E R ICAN COLLECTION | ©2014 | ARTB MA.ORG

Willow Brook detail on chair rail
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ARTIST SPOTLIGHT
I N 1800, JOH N FI N LAY WAS was listed in the
Baltimore City Directories as a painter on
South Frederick Street near the Baltimore
harbor. Though the Finlay’s shop moved
several times, it was always located in the
cabinetmaking center of Baltimore bordered
by Frederick, Baltimore, and Gay Streets.
For the next three decades, city directories
and newspaper ads record John and his
brother Hugh Finlay as “fancy furniture
manufacturers,” painters, and coach makers.
By 1819 they were also referred to as
owners of a “fancy furniture warehouse.” Ads
noted that the furniture could be decorated
with “views adjacent to the city,” as was
the Willow Brook chair. In the November
8, 1805, Federal Gazette & Baltimore
Daily Advertiser, the cabinetmaking Finlay
brothers boasted their abilities to create
furniture “of every description and all colors,
gilt, ornamented and varnished in a stile not
equaled on the continent.”7

The Finlays’s superior craftsmanship was
highly sought after and helped Baltimore
painted furniture receive national acclaim.
At one time, their shop employed as many
as sixty-eight artisans, including thirty
men, twenty-five women, and thirteen boys.
While the number of regional buyers was
high, a great deal of fancy furniture crafted
in Baltimore was made for export to the
American South. Ads in newspapers as far
away as New Orleans announced newly
arrived shipments of Baltimore furniture for
sale.
The highest achievement of the Finlays’s
career occurred in 1809, when architect
Benjamin Latrobe hired the furniture makers
to furnish the Oval Room of the White
House. The Finlays created painted furniture
after a design by Latrobe. Of the Oval Room
furniture, only the drawings remain. The
furniture was destroyed by the British when
they set fire to the White House in 1814,
during the War of 1812.

MADE I N MARYLAN D

Each piece is painted with a vignette of a Baltimore-area home or
public building. Willow Brook, a country retreat pictured on this
chair, was built in 1799 by Thorowgood Smith, a wealthy merchantship owner and mayor of Baltimore. The home once stood west of
Baltimore overlooking the city and the Patapsco River.2 The image of
Willow Brook was probably painted by English-born landscape artist
Francis Guy. Called an “ornamenter,” he was employed by cabinet
makers John and Hugh Finlay to decorate these chairs.
Made of locally grown maple and ash woods, the chair’s painted
base color is black, though green, red, and chrome yellow were also
popular choices for fancy furniture. Baltimore, in fact, was famous
for its yellow pigment made of chromate of iron found in abundance
seven miles north of the city on Falls Road.3 Painted furniture of
locally felled wood was less expensive than imported mahogany.
Similarly, gilt decoration made of pigment that resembles gold, such
as that on the Willow Brook chair, cost less than three-dimensional
mountings. Various gilt motifs, including oak leaves and curving vine
decoration, contrast with delicate dots and heavy rectangular forms
on each side of the Willow Brook image.
The chair’s gently tapered legs and arms are slender, and the curve
of the chair’s back is echoed in the curve of the arms. From the front,
the two painted medallions of bows and arrows lead the eye up the
center of the chair to the elongated oval medallion of Willow Brook
across the back rail. Painted green ribbons wind around the front
legs that are rendered with alternating vertical stripes of dark and
light color to give the appearance of a carved column. The seat of
the chair is caned and would have been covered by a seat cushion,
called a squab.
The shape and ornamentation of this chair have European precedents.
The armchair is an American translation of the English and French
style called Neoclassicism that was popular at the time. Neoclassical
design elements included oak and laurel leaf decoration, cast
metal ormolu, fluted columns, and bow and arrow motifs. The style
developed, in part, following the excavations of ancient Roman cities
such as Pompeii and Herculaneum and came to America through
European design books and the import of European furniture.4 The
American interpretation of Neoclassicism came to be known as the
“Federal style,” which was in vogue from approximately 1788–1825.
Federal style, based on emblems of the democracies of ancient
Greece and the republican values of Rome, perfectly suited a young
America. This chair’s painted decoration is a radical departure from
the carved or inlaid treatment of European chairs of the period.

MADE I N MARYLAN D
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ART I N CONTEXT
BY 1803, BALTI MOR E HAD B ECOM E the third largest city in America,
surpassed only by New York and Philadelphia, due to the import/
export business conducted through the bustling port. Grain from the
Midwest came to Baltimore, was ground, and then was shipped to
American and foreign ports. Sugar arrived from the Caribbean and was
ground in Baltimore. From increased manufacturing and mercantilism
emerged a new middle class with more disposable income and taste
for fashionable goods such as fine furniture and expensive silver. These
tastes were fed by a thriving community of artisans, including skilled
cabinet makers such as the Finlay brothers and master silversmiths
including Charles Louis Boehme and Samuel Kirk.

New wealth also meant an increased market for larger, upscale homes,
which meant an even greater market for luxury goods to fill them.
Some of these homes dotting the outskirts of the city were painted
on the Finlay furniture suite. Sadly, only two homes survive. They are
Homewood, built by Charles Carroll of Carrollton, and Mount Clare,
home of Charles Carroll, the former’s cousin. The Finlay suite has
become a record of Baltimore houses and public buildings that no
longer exist. The Willow Brook residence was demolished in 1965.
However, the wood and plaster work, flooring, windows, and other
architectural elements of the oval drawing room and entrance hall were
restored and installed at The Baltimore Museum of Art.6

LADY’S WR ITI NG D E S K 1800–1810
Mahogany, mahogany veneer, satinwood inlay;
secondary woods: satinwood, tulip poplar, red
cedar; paint, reverse-painted glass, brass
Gift of Maria Groome Tracy, Jamesville, New York
BMA 2000.378

R E LATE D ARTWOR K
Baltimore cabinet maker, the Lady’s Writing
Desk (above, right) is an example of American taste for English design
that continued even after the American Revolution. The maker of this
lady’s desk followed the 1793 specifications of English cabinetmaker
Thomas Sheraton (1751–1806). “[It] is intended for writing on, and to
hold a few small books in the back of the upper part… at each end…
are formed small cabinets of drawers, & c.” Rolling casters instead of
feet allow for easy movement, perhaps to take advantage of changing
sources of light.9
cr eate d by an u n k n own

The figural elements are created with rare églomisé (reverse painting
on glass). Temperance and Justice appear in the two side panels, and
Diana and Endymion are featured between them. The latter two would
have been considered perfect subjects for a lady’s desk as Diana is the
Greco-Roman goddess of women and childbirth. Her relationship with
the handsome youth Endymion, whom she kisses every night before
returning to the heavens, would have added a particularly romantic
touch to the decoration.

Diana cradles Endymion in this detail from
the Lady’s Writing Desk.
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WH E N JOS E PH B R U FF D I E D I N 1785 , his silversmithing tools and
shop were willed to his son Thomas, who was the fourth generation of
the family to work as a silversmith on the Eastern Shore of Maryland.10
Thomas made this spoon (right) which has a relatively spare design
consisting of an oval handle engraved with the initials JGA that tapers
to an oval bowl. The bowl is misshapen, probably because of heavy
use.

The BMA collection includes 225 spoons, far outnumbering the
collection’s forks. Why so many spoons? Spoon-like scoops are the
oldest known eating utensils and were fashioned originally of shell or
wood. Prior to the late 1600s, two-pronged forks were used primarily
for cooking and serving meat. Spoons and knives could essentially
handle anything a human hand could not. It was not until approximately
1700 that forks with three or four tines for eating appeared.11 Families
in later centuries might have dozens of teaspoons because serving tea
was very much a social custom.
WEALTHY BALTI MOR E merchants bought expensive items such as silver
flatware and serving pieces to furnish their homes. The possession of
silver was a show of taste and wealth, but it served a dual purpose.
Because a silver service could be melted and recast in the latest style,
it was a practical investment and a way of storing wealth.12

Baltimore was home to innovative silversmiths whose work ranged
from the clean lines of this classically inspired soup tureen (next
page, top left) to the highly decorated, raised surface called repoussé,
represented by the “Gilmor” pitcher, described below.
Born in Philadelphia, Charles Louis Boehme moved to Baltimore at the
age of twenty-four and became one of Baltimore’s most masterful and
prolific silversmiths. He had a shop in the silvermaking district of the
city. The soup tureen is an example of American interest in classical
forms. The tureen shape is reminiscent of a Greek kantharos, a vessel
that has two large vertical handles and a stemmed foot. The tureen’s
lid is crowned by an urn finial. The piece’s smooth surfaces are in
direct contrast to the rich ornamentation of the Samuel Kirk “Gilmor”
pitcher, discussed below, that was made only a few decades later.13
arrived in Baltimore from Philadelphia in
1815, at the age of twenty-one. By the time the Gilmor pitcher (next
page, right) was made around 1840, Kirk had become Maryland’s
leading silver maker and achieved international fame. His work became
so sought after that by 1828 more than ninety percent of the silver
assayed (tested for purity) by the Baltimore assay Office was Kirk
silver.14 Once the silver was tested, an assay mark was impressed
upon it.
S I LVE R S M ITH SAM U E L KI R K

TAB LE S POON c. 1795
Silver
Maker: Thomas Bruff
Born: Easton, Maryland c. 1760
Died: probably Chestertown, Maryland after 1803
Gift of Virginia P.B. White, Baltimore
BMA 1935.33.3
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TU R E E N (left) c. 1800
Silver
Maker: Charles Louis Boehme
Born: Philadelphia, Pennsylvania 1774
Died: Baltimore, Maryland 1868
Gift of Virginia P.B. White, Baltimore
BMA 1933.54.42

“G I LMOR” PITCH E R (below) 1835–1843
Sterling silver
Maker: Samuel Kirk
Born: Doylestown, Pennsylvania 1793
Died: Baltimore, Maryland 1872
Purchased as the gift of the Young Friends of the
American Wing, in honor of Catherine Stewart
Thomas, Assistant Curator of Decorative Arts,
1997–2005, BMA 2005.34

The “Gilmor” pattern is associated with the famous wealthy Baltimore
art patron Robert Gilmor, Jr. (1774–1848), one of America’s first
serious art collectors, who played an important role in the cultural life
of Baltimore. Though Gilmor never owned the pitcher, Samuel Kirk
paid tribute to the collector by naming the piece after him. The body
of the pitcher is joined to a handle supporting a bird and a hound,
and its spout is in the shape of a bearded mask. The ornate body
was hammered from the reverse side in a technique called repoussé
to create flower and vegetal designs in low relief. The style was so
popular that it was eponymously named Baltimore Repoussé and
found its way into wealthy homes up and down the East Coast.

1

J ohn Thomas Scharf, History of Baltimore City and
County, From the Earliest Period to the Present
Day; Including Biographical Sketches of Their
Representative Men (Philadelphia: Louis H. Everts,
1881), 679.

2

 illiam Voss Elder III, Maryland Period Rooms: The
W
Baltimore Museum of Art (Baltimore: The Baltimore
Museum of Art, 1987), 21.

3

 ance Humphries, “Provenance, Patronage,
L
and Perception: The Morris Suite of Baltimore
Painted Furniture,” in American Furniture, ed. Luke
Beckerdite. (Milwaukee, WI: Chipstone Foundation,
2003), 142.

4

 hilip D. Zimmerman, American Federal Furniture
P
and Decorative Arts from the Watson Collection
(Columbus, Georgia: The Columbus Museum,
2004), 9.

5

Elder, Maryland Period Rooms: The Baltimore
Museum of Art, 22.

6

 illiam Voss Elder III and Jayne E. Stokes,
W
American Furniture 1680–1880: From the
Collection of The Baltimore Museum of Art
(Baltimore: The Baltimore Museum of Art, 1987),
45.

7

Elder, Baltimore Painted Furniture 1800–1840, 11.

8

http://www.mfa.org/collections/object/greciancouch-44352

9

J ames Abbott, “Recent Accession: Baltimore Lady’s
Writing Desk,” BMA Today, July/August 2001, 8.

10

Goldsborough, Eighteenth and Nineteenth
Century Maryland Silver in the Collection of
The Baltimore Museum of Art, (Baltimore: The
Baltimore Museum of Art, 1975), 136.

11

 arah Goldsmith, “The Rise of the Fork” http://
S
www.slate.com/articles/arts/design/2012/06/
the_history_of_the_fork_when_we_started_using_
forks_and_how_their_design_changed_over_time_.
html

12

 sther Singleton, The Collecting of Antiques (New
E
York: The Macmillan Co., 1926), 137.

13

Goldsborough, Eighteenth and Nineteenth
Century Maryland Silver in the Collection of The
Baltimore Museum of Art, 82.

14

Goldsborough, Eighteenth and Nineteenth
Century Maryland Silver in the Collection of The
Baltimore Museum of Art, 136.

PAG E 34

Baltimore Museum of Art ©2014 www.artbma.org

MADE I N MARYLAN D

CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Exploring Baltimore painted furniture
Grades: 3–5
Subjects: English Language Arts, History/Social
Studies, Visual Arts

ACTIVITY 2:
Creating an advertisement for Maryland silver
Grades: 3–5
Subjects: English Language Arts, History/
Social Studies, Visual Arts

Within a unit on Maryland history, students will look
closely at the Willow Brook armchair, using the
following questions to guide their observations. Teacher
will record student responses on a white/black board.

Students will examine the Tureen and the “Gilmor”
Pitcher. In teams of four, they will brainstorm as many
words as they can to describe each of the objects.
Each team will then share their words with the class.
Teacher will record all words in a Venn Diagram on
a white/black board to show the differences and
similarities identified by students.

• Describe the art elements—line, color, shape, texture,
space, and form—that you see in this work (including the
form of the chair and the painted image).
• Why might someone paint an image of a building on a
chair?
• What kind of person do you think might own this chair?
Explain your response.

Teacher will share with students information on the
history of the Willow Brook armchair, and information
on Willow Brook itself. In pairs, students will discuss
what buildings or sites in their community would be
suitable to decorate a chair for their classroom.
Teacher will make outlines of life-sized chairs from a
frontal view on butcher paper and cut it along the lines,
ensuring that each paper chair has enough space
for decoration. (Please see illustration below.) Each
student pair will receive a paper chair. On separate
pieces of paper or blank index cards (no more than 4" x
6"), individual students will then use colored pencils to
draw sites from their community. They will then attach
these images to the chair. Each paper chair will then
be placed on the wall of the classroom and pairs will
present their work to the entire class, sharing their
choices of the sites and the artistic choices they made
to depict them.

Teacher will share the information on the Tureen
and “Gilmor” Pitcher, including information on
the silversmiths who created the objects. In pairs,
students will select one of the silver objects.
They will then collaboratively write a newspaper
advertisement for the object of their choice, using
their previous knowledge of Maryland history and the
information from this resource. Using the descriptive
words recorded on the Venn Diagram, they should
create a persuasive and descriptive advertisement to
appeal to the customers of the day.
ACTIVITY 3:
Connecting Maryland products of the past and
present
Grades: 3–5
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Within a unit on Maryland history, students will look
closely at the Willow Brook armchair, using the
questions below as guidelines for their discussion.
Teacher will record all student responses on the
white/black board.
•D
 escribe the art elements—line, color, shape, texture,
form, and space—you see in this work.
•W
 hy might someone paint an image of a building on a
chair?
•W
 hat kind of person do you think might own this chair?
Explain your response.

MADE I N MARYLAN D

Teacher will share with students the information
about the Willow Brook armchair, the local resources
used to make the armchair, and its popularity in the
national market as far away as New Orleans using
information and images of Maryland silver provided
in this resource. Working in teams of four, student
groups will select a product made in Baltimore and
sold nationally and/or internationally. Using print
publications, online resources, and correspondence
with businesses, students will research what the
products do, local resources (if any) used to make
the products, where they are sold, how they are
transported to national and/or international markets,
and what customers think of the products. Teams will
then share their research in an oral report to the class.
Teacher will follow up with a class discussion on the
differences between how products are made and
sold in Baltimore now versus when the Willow Brook
armchair was made.
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STAN DAR D S AN D CU R R ICU LU M
COM MON COR E STATE STAN DAR D S

MARYLAN D STATE CU R R ICU LU M

English Language Arts
Grade 4
CCSS.ELA—Literacy.SL.4.1 Engage
effectively in a range of collaborative
discussions (one-on-one, in groups, and
teacher-led) with diverse partners on grade 4
topics and texts, building on others’ ideas and
expressing their own clearly.

History/Social Studies
Grade 4
4.B.1.b. Give examples of the kinds of goods
and services produced in Maryland during
different historical periods.

CCSS.ELA—Literacy.W.4.3. Write narratives
to develop real or imagined experiences or
events using effective technique, descriptive
details, and clear event sequences.
CCSS.ELA—Literacy.W.4.7. Conduct short
research projects that build knowledge through
investigation of different aspects of a topic.
Grade 5
CCSS.ELA—Literacy.SL.5.1 Engage
effectively in a range of collaborative
discussions (one-on-one, in groups, and
teacher-led) with diverse partners on grade 5
topics and texts, building on others’ ideas and
expressing their own clearly.
CCSS.ELA—Literacy.W.5.3. Write narratives
to develop real or imagined experiences or
events using effective technique, descriptive
details, and clear event sequences.
CCSS.ELA—Literacy.W.5.7. Conduct short
research projects that build knowledge through
investigation of different aspects of a topic.

Visual Arts
Grade 4
1.2.b. Create and describe artworks that
communicate mood and point of view.
2.1.a. Analyze selected works of art and
describe how different artists express ideas
and feelings about the human experience.
2.2.a. Identify technologies, processes, and
materials used to create visual art.
2.3.a. Compare selected artworks from
different times or cultures to determine
similarities and differences in them, content,
form, and style.
Grade 5
1.2.b. Creative and describe thematic artworks
that communicate personal narratives.
2.1.a. Analyze and interpret the content of
selected works of art and compare different
ways artists express ideas and feelings about
life experiences.
2.2.a. Identify artistic styles and forms of
expression.

MADE I N MARYLAN D
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Armchair, c. 1805, Wood, painted; with polychrome and gilt decoration
Makers: John Finlay (1771–1851) and Hugh Finlay (1781–1831)
Decorator: Francis Guy (1760–1820)
Gift of Lydia Howard de Roth and Nancy H. DeFord Venable, in Memory of
their Mother, Lydia Howard DeFord; and Purchase Fund, BMA 1966.26.6
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Lady’s Writing Desk, 1800–1810, Mahogany, mahogany veneer,
satinwood inlay; secondary woods: satinwood, tulip poplar, red cedar;
paint, reverse-painted glass, brass
Gift of Maria Groome Tracy, Jamesville, New York, BMA 2000.378

MADE I N MARYLAN D
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Tablespoon, c. 1795, Silver
Maker: Thomas Bruff
Born: Easton, Maryland c. 1760
Died: probably Chestertown, Maryland after 1803
Gift of Virginia P.B. White, Baltimore, BMA 1935.33.3
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Tureen, c. 1800, Silver
Maker: Charles Louis Boehme
Born: Philadelphia, Pennsylvania 1774, Died: Baltimore, Maryland 1868
Gift of Virginia P.B. White, Baltimore
BMA 1933.54.42

MADE I N MARYLAN D
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“Gilmor” Pitcher, 1835–1843, Sterling silver
Maker: Samuel Kirk
Born: Doylestown, Pennsylvania 1793
Died: Baltimore, Maryland 1872
Purchased as the gift of the Young Friends of the American
Wing, in honor of Catherine Stewart Thomas, Assistant
Curator of Decorative Arts, 1997–2005, BMA 2005.34

WESTERN
PERSPECTIVES

KEY TE R M S
• Cowboys
• Lakota
• Manifest Destiny
• Stereotypes
• Trade

CLOS E LOOKI NG
Alfred Jacob Miller painted this imagined
hunting scene in 1865 using a combination of various sketches that
he made twenty-eight years earlier on a trip through the Wyoming
territory. Its oval format is a shape borrowed from Miller’s art training in
Europe. In the composition, horses carrying two Native Americans of
the Plains culture group gallop over a log in pursuit of an elk swimming
across the Platte River. Carrying lances, bows, and arrows in quivers,
one hunter theatrically leans his head back while the horse beside him
exhales steaming breath. These were probably intentional additions
by Miller to increase the drama of the scene. Miller’s inclusion of big,
balti m or e - b or n arti st

TEACH E R’S G U I D E | AM E R ICAN COLLECTION | ©2014 | ARTB MA.ORG

I N D IAN S H U NTI NG E LK
ON TH E PLATTE 1865
Oil on canvas
Alfred Jacob Miller
Born: Baltimore, Maryland 1810
Died: Baltimore, Maryland 1874
Gift of Alfred J. Miller, BMA 1946.3
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ARTIST SPOTLIGHT
of the first
European-American artists to create
images of life in the western United States.
Born in Baltimore and trained in Paris
and Rome, Miller moved to New Orleans
and established an art studio, where he
met Scottish adventurer Captain William
Drummond Stewart. Upon seeing Miller’s
artwork, Stewart commissioned Miller to
accompany him on an expedition to the
Rocky Mountains for the annual fur trade
rendezvous between mountain trappers
and St. Louis traders. During the journey,
Miller’s sole job was to record the trip in
field sketches. In April 1837, the party,
consisting of forty-five men and twenty carts
of equipment, began its seven-month journey
on the Oregon Trail from Independence,
Missouri, to Horse Creek, Wyoming, near the
Colorado border. The party spent a week or
so at the rendezvous, then headed further
west into the Rockies to hunt moose and elk.

alfr e d m i lle r was on e

Miller returned from the trip and immediately
began working on a set of watercolor
sketches of fur traders, landscapes, Native
Americans, and interactions between the
Stewart party and indigenous peoples.
These sketches were shipped to Captain
Stewart’s Murthly Castle in Scotland, and
Alfred Miller followed. Living in the castle
from 1840 to 1842, Miller completed the
Stewart commission by producing paintings
from some of Stewart’s favorite sketches.
Upon completing the project, Miller returned
to Baltimore, where he spent the rest of his
career painting portraits and scenes inspired
by his journey west, including Indians
Hunting Elk on the Platte.

WE STE R N PE RS PECTIVE S
dramatically lit clouds against a blue sky, the athleticism of the horse
and rider acting as one in their pursuit, and the positioning of the Native
American man’s head suggesting the delivery of a war whoop all play
into European American stereotypes at the time of native peoples as
wild, without distinctive cultures and societies, and living in a state of
blissful harmony with nature.
The splayed, hobby-horse like representation of the horses’ legs was
due to the inability of the unaided eye to accurately record the quick
gait of a galloping horse. It wasn’t until 1878 that Englishman Eadweard
Muybridge finally captured the correct movement of a horse in motion in
a pioneering series of sequential photographs. His photographs allowed
artists to better understand and more accurately depict the animal’s gait.

ART I N CONTEXT
with its s ou r ce i n th e colorad o m ou ntai n s , the Platte River rolls
through Nebraska and feeds into the Missouri River. The Platte River
Valley played an important role in the western migration of Americans,
mostly of European descent, by providing routes for several trails
including the Oregon Trail. While the Oregon Trail was used by native
peoples for centuries, in the 1810s fur traders and trappers began
altering it to accommodate wagon transportation. Along the route, fur
trappers and traders directed mule trains carrying goods for barter and
supplies west. On the return trip, traders carried out furs, usually beaver,
destined for buyers in the East. In addition to traders, the Oregon Trail
was used by Native Americans, settlers, farmers, miners, and ranchers
migrating west in search of land. At its completion, the Oregon Trail
spanned 2,130 miles from Independence, Missouri, across Kansas,
Nebraska, Wyoming, and Idaho, and ending in Oregon City, Oregon.

Westward migration by European settlers east of the Mississippi River
increased markedly during the first half of the nineteenth century. The
United States government sought to lay claims to western territories,
increase US boundaries, and shore up natural resources. The
expansionist endeavor was in part justified by the idea of Manifest
Destiny, a term coined in 1845 by journalist John L. O’Sullivan arguing
the right of the United States to claim the whole of Oregon. Manifest
Destiny held that the moral mission of US citizens was to move
westward, bringing their ideas of civilization, democracy, and freedom
from the Atlantic to the Pacific Ocean. Rhetoric rather than specific
policy, Manifest Destiny had devastating consequences because it
inherently condoned the occupation and annexation of Native American
lands and the murder or forced migration of indigenous people.

WE STE R N PE RS PECTIVE S
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A WI LD SCE N E 1831–1832
Oil on canvas
Thomas Cole
Born: Lancashire, England 1801
Died: Catskill, New York 1848
Purchase with Exchange Funds from Leonce
Rabillon
Bequest Fund; and Purchase Fund, BMA 1958.15

R E LATE D ARTWOR K
with the image of a quickly changing
American West, Frederic Remington helped create a new American
icon: the persona of the rugged, able-bodied, frontier cowboy. The
bronco buster’s job is to “break” a horse, that is, to tame its wild nature.
In the artwork to the right, a newly saddled horse rears on its hind
legs, while the cowboy, whose right boot has slipped from the stirrup,
brandishes a quirt, a short-handled whip with a leather lash, in one hand
and grasps the reins and a fistful of mane in the other. The cowboy, with
his powerful arm outstretched, sits high in the saddle and, in doing
so, appears to dominate the bronco. The iconic conquering cowboy
represents a romanticized vision of western settlers—independent and
heroic. The bronco stands as a metaphor for the myth of the American
West as a vast wilderness in need of taming by the idealized American
of Northern European descent. Despite this stereotype, many cowhands
over the course of westward expansion were Spanish, Mexican, African
American, or female.1 Of the twenty-two sculpture subjects created by
Remington, Bronco Buster was his first and remains his most popular.
f or a pu b li c fas ci nate d

had become a major power in its own
right in the nineteenth century, many American artists continued to
turn to Europe and its long artistic tradition for inspiration. In the fall
and winter of 1831/1832, English-born American artist Thomas Cole
traveled to Europe to paint and study famous artists of the past using
a cash advance given to him by Baltimore art patron Richard Gilmor,
Jr. In exchange, Gilmor accepted A Wild Scene (above), painted while
the artist was in Florence, Italy. In it, Cole imagines a grand landscape,
dramatically lit at dawn, in which idealized Native Americans hunt deer
among colossal natural features. The diminutive scale of the American
Indians gives them the appearance of being literally surrounded by the
vast landscape. The depiction reflects a belief held by many settlers
that Native Americans were somehow closer to nature and, thus, more
th ou g h th e u n ite d state s

B RONCO B USTE R 1895; this cast 1906
Bronze
Frederic Sackrider Remington
Born: Canton, New York 1861
Died: Ridgefield, Connecticut 1909
Foundry: Roman Bronze Works, New York, New
York 1897–1988
Gift of Mr. and Mrs. Jeffrey A. Legum, Baltimore
BMA 2012.585
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innocent and “primitive” than their European American counterparts.
The large scale of the canvas helps to create a sense of the awesome
power of the untamed wilderness, as does the use of dramatic,
highly contrasted light and shadow in areas such as the dawn sky,
the large tree to the right in the composition, and the background
cliffs. Although a stand-in for what was perceived as the “unspoiled”
American landscape of the West, this work borrows heavily from
traditions of large-scale European landscape paintings.
A Wild Scene was a precursor to a series of five paintings called “The
Course of Empire”2 in which the landscape served as a metaphor for
the destiny of the United States. In the series, a grand landscape is
shown in various stages, from untouched wilderness—as the West
was perceived by many Americans east of the Mississippi—to powerful
empire to utter decay. The cycle reflected concerns that the quickly
fleeting pastoral nature of the nation would succumb to the forces
of economic and political greed and industrial encroachment on the
environment.
of this highly decorated vest (above,
right) are two mounted Lakota men holding feathered lances. Their
horses’ tails are tied for battle.3 Horses were first brought to North
America in 1519 by Spanish conquistadors and spread north and west
with Spanish and Mexican expansion.4 For native North Americans and
European settlers, horses were a symbol of wealth and were useful for
herding, hunting, and going to battle.
r e pr e s e nte d on th e fr ont

The vest, finely appliquéd in colored glass beads, is an excellent
example of the trade exchange that occurred between indigenous
peoples and settlers from the East. Prior to the 1850s, vests were
rarely worn by Native Americans of the Plains.5 As trade increased,
the Lakota began bartering for vests or making their own using traded
beads for decoration. Appliquéd vests were then either worn by Native
American men or bartered to traders bound east. Women designed
most of the geometric patterning found on garments, while men
designed representational images. In the late 1800s, however, women
began to create patterns of humans and animals. While we do not
know who designed the images for this particular vest, it is certain that
its intricate beadwork was sewn by an experienced seamstress using
sinew on soft hide.
1

http://www.nmhistorymuseum.org/calendar.php?&id=1421

2

“ The Course of Empire” series is housed at the New York Historical Society. The images can be viewed at
explorethomascole.org.

3

Barbara Hall, Hau, Kóla! (Brown University: Haffenreffer Museum of Anthropology, 1980), 82.

4

https://www.canadiangeographic.ca/magazine/ma05/indepth/

5

http://www.artsconnected.org/resource/96399/lakota-beaded-vest ©Minneapolis Institute of Arts

6

J ohn O’Sullivan, “Annexation” United States Magazine and Democratic Review 17, no. 85 (July–August
1845): 5–10.

VE ST late 19th century
Beads, buckskin
Culture: Lakota (Sioux)
Gift of Mrs. E. Ridgeley Simpson, BMA 1941.202g
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CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Comparing and contrasting Manifest Destiny
in image and text
Grades: 6–8, 9–12
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will read the article “Annexation” by John
L. O’Sullivan in the United States Magazine and
Democratic Review in which he coins the term
Manifest Destiny6 and look closely at Indians
Hunting Elk on the Platte and A Wild Scene. They
will examine the two artworks using the questions
below to guide their observations and ideas.
Teacher will record student responses on a white/
black board using a Venn Diagram for the first
three questions and a two-column chart for the last
question.
• Compare and contrast the visual elements of the two paintings.
What do they share? What is different?
• What are the different stories that each painting is
telling? Where do they overlap or diverge in what they are
communicating?
• How is O’Sullivan’s argument about Manifest Destiny
supported or undermined by each of the paintings?
• What are the advantages and disadvantages of using text or
image to describe or promote an idea?

Individual students will then research at least
one other additional image related to the idea of
Manifest Destiny and compose a two- to- three
page essay analyzing how visual images of the
period affected the understanding of Manifest
Destiny.

ACTIVITY 2:
Examining images from European American
and Lakota perspectives
Grades: 6–8, 9–12
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will look closely at the Lakota beaded
vest, Indians Hunting Elk on the Platte and A Wild
Scene. Teacher will divide students into teams of
four and ask each group to use a three circle Venn
Diagram to record their responses to the follow
questions.
• Describe

the art elements—color, line, shape, texture, space,
and form—that you see in these works.
• How

are the art elements used similarly? How are the used
differently?
•H
 ow are the subjects similar? How are they different?

Students will then share their observations recorded
in the Venn Diagrams. For further analysis of the
similarities and differences, students will respond to
the following questions in a group discussion.
Teacher will record student responses on a black/
white board throughout the discussion.
•W
 hat does the difference in the way the horse is depicted
suggest about the different artists, time periods, and social
contexts?
•W
 hat underlying values may be represented in these works?
What do you see that communicates these values to the
viewer?
•H
 ow might the different circumstances in which these artworks
were produced and sold have influenced their content and
aesthetics?

Following the discussion, teacher will share
information about the three objects from this
resource. Student teams will then post their Venn
Diagrams. They will research to find direct quotes
and primary sources related to the importance of
the horse for European and Native Americans in
the American West that connect to the ideas from
their Venn Diagrams and the group discussion.
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Each team will post the quotes and primary sources
around their Venn Diagrams and connect with string,
yarn, or colored tape the sources and the relevant
ideas in the Venn Diagrams. They will then share
with the class to explain their connections.

ACTIVITY 3:
Exploring the history of the cowboy image
Grades: 6–8, 9–12
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will discuss Bronco Buster, looking
closely at the sculpture, and using previous
knowledge and the additional information (original
or adapted) in this resource. In research teams
of two or four, they will examine representations
of cowboys, compiling a grouping of various
cowboy images from the 19th century through the
present from print and/or online resources. They
will research the following questions and present
the results of their research to the class in oral
presentations that feature visual images.
• How did early cowboy images, including Bronco Buster, relate
to the idea of Manifest Destiny?
• How did images of cowboys change or stay the same over
time?
• What did cowboys represent in different periods of American
history?
• In which visual sources do you find cowboys and what do
their images imply? How might their images be perceived by
different audiences?

Each team of two or four students will then
brainstorm four to five additional research questions,
selecting the one question they feel would offer the
greatest number of avenues for further exploration
to share with the class.

WE STE R N PE RS PECTIVE S
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English Language Arts
Grades 6–8
CCSS.ELA—Literacy. RH.6-8.2 Determine
the central ideas or information of a primary
or secondary source. Provide an accurate
summary of the source distinct from prior
knowledge or opinions.

History/Social Studies
Grade 8
5.B.1.b. Evaluate Manifest Destiny and its
impact on territorial expansion of the nation

CCSS.ELA—Literacy. RH.6-8.7 Integrate
visual information (e.g. charts, graphs,
photographs, videos, or maps) with other
information in print and digital texts.
Grade 8
CCSS.ELA—Literacy. RI.8.7 Evaluate the
advantages and disadvantages of using
different mediums (e.g., print or digital text,
video, multimedia) to present a particular topic
or idea.
CCSS.ELA—Literacy. W.8.7 Conduct short
research projects to answer a question
(including a self-generated question), drawing
on several sources and generating additional
related, focused questions that allow for
multiple avenues of exploration.
Grades 9–10
CCSS.ELA—Literacy. RH.9-10.9 Compare
and contrast treatments of the same topic in
several primary and secondary sources.
Grades 11–12
CCSS.ELA—Literacy.RH.11-12.7 Integrate
and evaluate multiple sources of information
presented in diverse formats and media (e.g.
visually, quantitatively, as well as in words) in
order to address a question or solve a problem.

Grades 9–12
Topic: Reconstruction and an Expanding
America (Reconstruction–1897)
4.a Analyze the factors of westward expansion,
including the rise of industrialization,
concept of Manifest Destiny, perceptions of
overcrowding, opportunities to acquire land,
and the discovery of gold and silver.

Visual Arts
Grade 8
2.2.a. Compare historical, social, and cultural
themes in selected artworks that communicate
beliefs, customs, or values of a society
2.3.a. Compare similarities and differences in
subject matter, styles, and techniques among
various cultures and periods of history.
2.4.a. Compare ways in which themes, ideas,
and issues in human experience are translated
and expressed through the arts, humanities,
and sciences.
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Indians Hunting Elk on the Platte, 1865, Oil on canvas
Alfred Jacob Miller
Born: Baltimore, Maryland 1810, Died: Baltimore, Maryland 1874
Gift of Alfred J. Miller, BMA 1946.3
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A Wild Scene, 1831–1832, Oil on canvas
Thomas Cole
Born: Lancashire, England 1801, Died: Catskill, New York 1848
Purchase with Exchange Funds from Leonce Rabillon Bequest Fund; and
Purchase Fund, BMA 1958.15
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Bronco Buster, 1895; this cast 1906, Bronze
Frederic Sackrider Remington
Born: Canton, New York 1861
Died: Ridgefield, Connecticut 1909
Foundry: Roman Bronze Works, New York, New York 1897–1988
Gift of Mr. and Mrs. Jeffrey A. Legum, Baltimore, BMA 2012.585
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Vest, late 19th century, Beads, buckskin
Culture: Lakota (Sioux)
Gift of Mrs. E. Ridgeley Simpson, BMA 1941.202g

UNITY IN
DIVERSITY

CLOS E LOOKI NG
is unique among
presidential china services. Designed by artist Theodore Davis
and produced by Haviland & Co. in Limoges, France, in 1879, the
service for fifty guests boasts 562 pieces and 130 different designs.
Various plates, bowls, cups, and service pieces for each course are
decorated with flora and fauna of the United States. The service
includes: dinner, fish, and game plates and related platters; salad and
oyster plates; soup plates; fruit, dessert, and ice cream plates; afterdinner coffee cups and saucers, and teacups; sauce boats, butter
plates, and other serving pieces.
th e p or ce lai n haye s state d i n n e r s e rvi ce

Each plate is uniquely shaped and painted to reflect the theme of the
course at dinner. A set of ice cream plates and trays was designed
to represent snowshoes (above, left). The plate shape is distinctively
turned up and gilded at the corners displaying bright white “snow.”
The effect of the central image is that of a snowshoe on a bed of
snow rendered deep pink by the reflection of early evening light.1
Decorated with a willow switch bent in a circle and thin strips of
woven reed across it, the Indian Plate (above, right) was intended
TEACH E R’S G U I D E | AM E R ICAN COLLECTION | ©2014 | ARTB MA.ORG

KEY TE R M S
• President Rutherford B. Hayes
and First Lady Lucy Hayes
• Flora and Fauna
• Post-Civil War
• Presidential Porcelain
• Unification

HAYE S PR E S I D E NTIAL
S E RVICE
Designed 1879–1880, in production
1880–1886
Hard-paste porcelain with overglaze
enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840
Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company,
Limoges, France, 1842–present
‘SNOWSHOE’ ICE CREAM PLATE
(left) Gift of Jonathan W. Kolker,
Baltimore, in Memory of Irving and
Rosa Kolker
BMA 1999.134
OYSTE R PLATE (middle)
Gift of Jonathan W. Kolker, Baltimore,
in Memory of Irving and Rosa Kolker
BMA 1999.135
‘I N D IAN’ PLATE (right)
Gift of Frederica Kolker Saxon,
Baltimore, in Memory of Irving and
Rosa Kolker
BMA 1999.141
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to look like a Native American basket, perhaps reminiscent of those
sketched by Davis on his travels west as correspondent for Harper’s
Weekly. Davis described the porcelain as a post-dinner “‘after-coffee’
plate designed to serve ‘crackers and cheese and cigars,’ if, as was
frequently the case, the dinner ended ‘in smoke.’” He created the basket
design to evoke a “breezy Western whiff from the Plains to an Eastern
dinner.”2

‘S M E LT FI S H’ PLATE
Friends of the American Wing Fund
BMA 1998.22

Among the twelve designs for
the fish course was the smelt.
Considered at the time “a choice
breakfast fish,” smelt is native to
America’s Atlantic coast from New
Jersey to Maine. It is often fished
through the ice during the winter
months. Smelts decorate the top of
the plate, and the bottom is shaped
like a scallop shell.

‘POM PANO’ FI S H PLATE
Gift of Frederica Kolker Saxon, Baltimore, in
Memory of Irving and Rosa Kolker, BMA 1999.140

This fish plate is painted with the
image of a pompano, a Florida saltwater delicacy that was dropped on
the sand by a fish hawk that couldn’t
carry its weight. Pompano, weighing
five to six pounds, are seldom caught
north of Delaware.

One of the most admired pieces in the service was the Oyster Plate
(previous page, center). During the Victorian period, raw oysters were
the first course served at most formal dinners. Responding to the
popularity of the shellfish, various manufacturers created plates in a
myriad of beautiful shapes using materials such as glass, silver, and
porcelain. On this plate the iridescent white oyster shells create an eyecatching contrast to the royal blue ocean behind. Under the oysters are
green seaweed and smaller dark raccoon oysters, native to the Southern
Atlantic states. Gilt highlights the edges of the plate, seaweed, and
shellfish creating the illusion of an underwater scene.

ART I N CONTEXT
assumed the office of president in 1877, at a time
when the nation was marked by transition and bitter political and popular
discord following the Civil War. While Hayes may have aspired to foster
equality and harmony in American society, the realities of American life
were complex and often divisive. Cities were growing and farmland was
disappearing. Industry was booming, and labor strikes were erupting.
With the return of Southern home rule—the ability of local governments
in the South to exercise their own power—and the federal government’s
retreat from involvement in civil rights protection, African-Americans
entered a period of renewed repression and violence, and many
migrated north. Native Americans were subject to federal land policies
that resulted in further loss of their lands. Chinese immigrant laborers
were targets of rioters in the West.
r uth e r f or d haye s

In early 1879, First Lady Lucy Hayes was in the White House
Conservatory choosing fern clippings for Haviland & Co. to use as
inspiration for a decorated dessert service. The service was meant to
hint at the stroll guests would take through the Conservatory after meals.
The stroll served as a substitute for the traditional presentation of after
dinner liqueurs, which were banned from the White House due to the
First Lady’s strong support of the Women’s Temperance Movement.
As fate would have it, Theodore Davis, well-known artist and reporter for
Harper’s Weekly, was at the White House supervising the photography
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of Hayes’ Cabinet for use in the magazine. Upon entering the
Conservatory, Davis learned of the First Lady’s project and suggested
that she not limit herself to ferns and dessert plates. He told her,
instead, that she had a fantastic opportunity to create something
uniquely American and proposed a dinner service decorated with
images of American flora and fauna. The idea so pleased Lucy that
she asked Davis to assume personal direction of the project. The
president agreed that it was a fine opportunity to create what would
serve as a symbol of national unity. In 1879, a dinner service was
commissioned from Haviland & Co.

ARTIST SPOTLIGHT

Davis immediately prepared a studio from three dressing rooms in
a bathhouse at Asbury Park on the New Jersey shore. From May
to October 1879, the artist created designs from life in watercolor
using specimens he collected or that were sent to him from across
the United States. The collection, kept in six adjoining dressing
rooms, included various plants, a basin of water lilies, a green turtle,
frogs, specimens of beetles, dried fungus, a fishhawk suspended
from the ceiling, a raccoon, and a tank full of fish that area fisherman
frequently brought him.3
Each Saturday, Davis sent his completed watercolors to the Haviland
factory in Limoges. There, etchings were made of the designs, and
the outlines were transferred to plates. The artisans’ work was
difficult. For each course, Davis designed new plate shapes that
had to be made and approved before the feat of decorating them
could begin. Some were scalloped, had areas raised in relief, or had
corners that curved upward. In addition, the service’s colors needed
to be intense so that they showed well in the dim gaslight of the
White House.4 The service was delivered to the White House in two
orders—the first in June 1880 and the second in December 1880.
The entire set cost $3,120, or $72,300 in today’s market.5
The service was first used in November 1880 at a dinner party for
incoming President James A. Garfield and his wife. Its debut ignited a
range of reactions from high praise to scathing condemnation. Some
liked the unusual subject matter and strong colors. Others found the
service garish. But the Hayeses loved the set, as did the Garfields,
and it became the primary service used by both First Families. Davis
patented the designs in July of 1880, assigning the right to Haviland
& Co. to produce the service for seven years. The back of each piece
includes Davis’s initials, the presidential seal, the Haviland stamp,
and the date. The service made for the White House carries the
date 1879. Those with an 1880 mark were produced for public sale.
Judging from the number of pieces bearing the 1880 patent number,
the public clamored for the service.

Baltimore Museum of Art ©2014 www.artbma.org

pr i or to d e s i g n i n g the Hayes plates,
Theodore Davis was known primarily as a Civil
War correspondent and “Special Artist” for
Harper’s Weekly. He accompanied the Union
Army in major battles, including Ulysses S.
Grant’s campaign at Vicksburg. While there,
Davis was appointed regiment commander
but refused the command because it
interfered with his ability to record skirmishes.
Staying close to the action, Davis was twice
shot, once at Shiloh and later at Antietam.6
At the end of the war, Davis continued his
illustrations covering the Reconstruction for
Harper’s Weekly.

For inspiration while making the Hayes
dinner service, Davis drew on his knowledge
of flowers, animals, birds, and fish that he
acquired during his many years at Harper’s
Weekly. An 1879 Haviland publication
accompanying the presidential service stated
that Davis had “…fished in the rivers of the
East and West and in the sea, hunted fowl
and game in the forests, the swamps, and
the mountains, shot the buffalo on the plains,
visited the historic haunts of the Indians in the
East… and studied their habits on the prairies
of the far West.”7 Davis’s 1894 obituary
lauds the Hayes plates, concluding, “The
celebrated White House dinner service, from
original American designs… was by far the
best work done by Mr. Davis since the war.”8

General Sherman’s troops advance toward
Marietta. Illustration by Theodore R. Davis,
Harper’s Weekly, July 30, 1864.
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R E LATE D ARTWOR K
‘LOCUST’ FRUIT PLATE (top)
Gift of Jonathan W. Kolker, Baltimore, in Memory of Irving and Rosa Kolker
BMA 1999.133

The shape of this fruit and dessert plate is modeled on the leaf
of the American wild apple. The plate shows a cluster of locust
blossoms and an apple orchard reflected in the stream behind.

‘SOUTHWARD FLIGHT’ SOUP PLATE (middle)
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker
BMA 1999.139

Molded after the flower of the mountain laurel, the soup plate
is decorated with a flight of canvasbacks, redheads, widgeons,
and sheldrakes that fly low, above the Atlantic Ocean. Migratory
geese fly at a higher elevation, closer to the “hunter’s moon.”
canvasback ducks were such a popular Victorian delicacy that
they came close to extinction.
SEAFOOD SALAD PLATE (bottom)
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker
BMA 1999.138

Decorated with a lobster, crab, and shell, the seafood salad
plate stands on gilded feet shaped like lobster claws. The design
was never used in the White House. Rather, it was patented
by Theodore Davis for sale to the public in response to the
excitement generated by the Hayes presidential service.

1

 argaret Brown Klapthor, Official White House
M
China 1789 to the Present (New York: Harry N.
Abrams, Inc.), 117.

2

Klapthor, Official White House China 1789 to the
Present, 117.

3

 he White House Porcelain Service (Haviland &
T
Co., 1879), 83–84.

4

Klapthor, Official White House China 1789 to the
Present, 114.

5

http://www.measuringworth.com/uscompare/
relativevalue.php This answer is obtained by
multiplying $3120 by the percentage increase of
the Consumer Price Index.

6

“ The Obituary Record: Theodore Davis,” The New
York Times, November 11, 1894.

7

The White House Porcelain Service, 4.

8

“The Obituary Record: Theodore Davis.”
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CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Making plates that reflect unity and diversity
Grades: K–2, 3–5
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will look closely at all the plates in “Unity in
Diversity.” They will discuss the images on the plates
using the following questions to guide the discussion.
Teacher will record student thoughts on a black/white
board.
• What kinds of lines, shapes, colors, textures, space, and forms
do you see in these plates?
• What things do you recognize in the plates? What is unfamiliar?
• What differences do you notice among the plates?
• What kind of person do you think used these plates? Explain
your response.

Teacher will share the historical context and how the
plates were intended to represent unity for the nation,
highlighting the role of the president in creating a
unified vision for the country.
The following plate design activities can be used to
further explore ideas. Students may use paper plates
with crayons, markers, pastels, or watercolors or plain
white ceramic plates with ceramic paint (which will
dry upon baking).
• In teams of four, students will share thoughts about conflicts that
arise in school and ways to support respect among a diverse
student body. They will then generate a list of words that embody
what respectful and positive interactions look like in a school
environment. Selecting two to three of these words as inspiration,
student teams will create plates illustrating the ideas in visual
form. Students will share their plates with the class and explain
the subjects and the artistic choices they made. These will then
be displayed in the classroom or school hallways to reflect the
“unity in diversity” of the school.
• As a class, students will look carefully at plants and wildlife in
their local neighborhoods, recording their observations in notes,
sketches and photographs. Individual students will then design
plates depicting plants and wildlife that they feel represents
something important about the area. Students will share their
plates with the class and explain the subjects and the artistic
choices they made. These plates can be displayed together to
reflect the diverse natural world around the neighborhood.

ACTIVITY 2:
Comparing and contrasting images and ideals in
the Hayes administration
Grades: 9–12
Subjects: English Language Arts, History/Social
Studies, Visual Arts
Within a unit on the United States in the late 19th
century, students will look carefully at the seven plates
in the BMA collection designed for the White House
included in this resource, using the following questions
for guidance. Teacher will record all student responses
on the white/black board.
•D
 escribe the art elements—line, color, shape, texture, form, and
space—that you see in these works.
•W
 hat things do you recognize in the plates? What is unfamiliar?
•W
 hat differences do you notice among the plates?
•W
 hat kind of person do you think used these plates? Explain your
response.

Teacher will share with students information on the
plates and what the decoration represents. Students
will use their previous knowledge about the period
to compare and contrast the ideals that were being
expressed in the plates and the realities of life during
the Hayes administration. Teacher will divide students
into teams of four and start with the following questions
for discussion. Student teams will record their
responses to the second question using a two-column
chart.
•W
 as the United States unified during this period? Why or why not?
•H
 ow do the images engage with or avoid the realities of American
society during the late 19th century?
•W
 hat is the purpose of creating visual images that reflect ideals?

Following the team conversations, students will discuss
the above questions as a class. Teacher will record
student responses on a black/white board. Individual
students will then develop research questions that
address one important event or issue of the Hayes
administration and can be investigated through texts
and images.
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STAN DAR D S AN D CU R R ICU LU M
COM MON COR E STATE STAN DAR D S

MARYLAN D STATE CU R R ICU LU M

English Language Arts
Grade 1
CCSS.ELA—Literacy.SL.1.1 Participate
in collaborative conversations with diverse
partners about grade 1 topics and texts with
peers and adults in small and larger groups.

History/Social Studies
Grades 9–12
Topic: Reconstruction and an Expanding
America (Reconstruction–1897)
1.f. Analyze the economic, political, and
social factors that influenced the end of
Reconstruction, such as northern reluctance
to advocate for African-American equality,
corruption in government, the Panic of 1873,
and the election of 1876.

Grade 2
CCSS.ELA—Literacy.SL.2.1. Participate
in collaborative conversations with diverse
partners about grade 2 topics and texts with
peers and adults in small and larger groups.
Grade 3
CCSS.ELA—Literacy.SL.3.1. Engage
effectively in a range of collaborative
discussions (one-on-one, in groups, and
teacher-led) with diverse partners on grade 3
topics and texts, building on others’ ideas and
expressing their own clearly.
Grade 11–12
CCSS.ELA—Literacy.RH.11–12.7 Integrate
and evaluate multiple sources of information
presented in diverse formats and media (e.g.
visually, quantitatively, as well as in words) in
order to address a question or solve a problem.

Grade 1
2.C.1 a. Describe, discuss, and demonstrate
appropriate social skills necessary for working
in a cooperative group, such as sharing
concern, care, and respect among group
members
3.B.1.a. Identify and describe physical
characteristics of a place (physical features,
climate, vegetation, and animal life)
Grade 2
2.C.1.a. Identify and demonstrate appropriate
social skills necessary for working in a
cooperative group, such as sharing concern,
care, and respect among group members
2.C.1.b. Analyze how different points of view
in school situations may result in compromise
or conflict
Grade 3
2.C.1.a. Identify and demonstrate appropriate
social skills necessary for working in a
cooperative group, such as using concern,
compassion, and respect among group
members
2.C.1.b. Explain how different points of view in
school and community situations may result in
compromise or conflict

Visual Arts
Grade 1
1.1.a. Describe colors, lines, shapes, textures,
and forms found in observed objects and the
environment.
1.2.b. Use color, line, shape, texture, and form
to represent ideas visually from observation,
memory, and imagination.

1.2.a. Explore and discuss the qualities
of color, line, shape, texture, and form in
artworks.
2.2.a. Observe works of art and describe
how artists express ideas about people,
places, and events.
2.2.b. Identify reasons artists create
artworks, including personal reasons.
Grade 2
1.1.a. Describe colors, lines, shapes,
textures, forms, and space found in
observed objects and the environment.
1.2.b. Use color, line, shape, texture, form,
and space to represent ideas visually from
observation, memory, and imagination.
1.2.a. Describe how artists use color,
line, shape, texture, form, and space to
represent what people see, know, feel, and
imagine.
2.1.a. Observe works of art and describe
how artists express ideas about people,
places, and events.
2.2.b. Communicate a variety of reasons
for creating artworks, such as feelings,
experiences, events, places, and ideas.
Grade 3
1.1.a. Describe similarities and difference
between the elements of art in observed
forms.
1.2.a. Compare and describe how artists
communicate what they see, know, feel,
and imagine using art vocabulary.
1.2.b. Represent ideas and feelings visually
that describe what is seen, felt, known, and
imagined.
1.3.a. Describe how the elements of art
and principles of design are organized to
communicate personal meaning in visual
compositions.
2.2.a. Discuss and compare how selected
artworks from different times or cultures
are similar or different (e.g. common
themes, content, form, and style)
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
‘Snowshoe’ Ice Cream Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.134
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
Oyster Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.135
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
‘Indian’ Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.141
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
‘Smelt Fish’ Plate
Friends of the American Wing Fund, BMA 1998.22
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
‘Pompano’ Fish Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.140
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
‘Locust’ Fruit Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.133
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
‘Southward Flight’ Soup Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.139
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Piece from the Hayes Presidential Service, designed 1879–1880, in production 1880–1886,
Hard-paste porcelain with overglaze enamel and gilt decoration
Designer: Theodore Russell Davis
Born: Boston, Massachusetts 1840, Died: Asbury Park, New Jersey 1894
Manufacturer: Haviland & Company, Limoges, France, 1842–present
Seafood Salad Plate
Gift of Frederica Kolker Saxon, Baltimore, in Memory of Irving and Rosa Kolker, BMA 1999.138

THE ART OF
TECHNOLOGY

KEY TE R M S
• Art Deco
• Golden Age of Radio
• Great Depression
• Product Design
• World Expositions

CLOS E LOOKI NG
and one-half inch thick,
the “Bluebird” radio’s cobalt blue, mirrored front panel is backed with
dark fabric. A circle of metal mesh surrounding the small central dial
acts as a speaker grill for the AM-band radio. Three thin chromiumplated metal strips run horizontally through the larger plated circle on
which the dials sit. These strips are echoed in the white lines incised
on the radio’s black case. The left knob on the large circle controls
power to the radio and volume, the central knob controls tuning,
and the right controls tone. Its black feet are purely decorative; the
radio sits on thick wooden runners.1 Costing $39.95 in 1936,2 the
“Bluebird” is recognized as a masterpiece of Art Deco design. Art
m eas u r i n g f ou rte e n i n ch e s i n d iam ete r

TEACH E R’S G U I D E | AM E R ICAN COLLECTION | ©2014 | ARTB MA.ORG

‘B LU E B I R D’ S PARTON
MOD E L RAD IO c. 1936
Blue-mirrored glass, chromium-plated metal,
wood
Designer: Walter Dorwin Teague
Born: Decatur, Indiana 1883
Died: Flemington, New Jersey 1960
Manufacturer: Sparton Corporation, Jackson,
Michigan, 1900–present
Purchase with Exchange Funds from Gift
of Marion Lee Brown, Gift of Mrs. Matthew
Hirsch, Gift of Isabel Powell Kilmer, Gift of
Saidie A. May, Gift of Eleanor P. Spencer, and
Gift of Eleanor L. Turnbull, BMA 1998.106
©Walter Dorwin Teague and Associates, Inc.
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ARTIST SPOTLIGHT
at ag e n i n ete e n ,

Walter Dorwin Teague left
his native Indiana for New York City, where
he studied art at night and drew newspaper
ads during the day. An eighteen-year career in
advertising ended in 1926 when Teague traveled
abroad to study vanguard design currents in
Western Europe. The trip was a professional
epiphany, and upon return Teague founded a
firm devoted exclusively to industrial design.
Through the design of beautiful yet functional
objects, Teague helped define popular taste
for an American mass market. He created
highly successful partnerships with large
businesses such as Eastman Kodak, for whom
he designed iconic cameras. In 1928, with no
prior knowledge of camera workings, Teague
proposed the radical idea of working on-site
designing cameras in collaboration with Kodak
engineers. Other work included thirty-two
patterns for American glass-maker Steuben
Glass, office machines, airplanes, and passenger
and diner cars for the New York, New Haven,
and Hartford Railroad. He was widely known
for his exposition design of the Ford buildings
at the 1933–34 Chicago “Century of Progress”
Fair and the 1935 California Pacific International
Exposition. For the 1939–40 New York World’s
Fair, Teague was contracted to design nine
corporate displays. He helped introduce the
novel concept of “corporate identity,” in which
industrial design and human environment
merged. For Kodak, Teague’s work expanded to
include the design of displays and retail spaces.
For Texaco, he created a brand that included
gas station layout, pumps, signs, cans, and
trucks. Referred to as the “Dean of Industrial
Design,” Teague helped establish the practice
as a profession in the United States.5

Kodak Beau Brownie 2A Box Cameras,
1930–33

TH E ART OF TECH NOLOGY

Deco, the primary American and European design style of the 1920s
and 1930s, is characterized by precise geometric shapes and bold
planes of color that were often tertiary—indigo, aqua, ochre, vermillion,
chartreuse, and violet.

ART I N CONTEXT
at the National Electrical and Radio
Exposition in New York, the “Bluebird” radio debuted as one of four
mirrored models manufactured by the Sparton company of Jackson,
Michigan. Walter Dorwin Teague, one of the country’s most celebrated
industrial designers, was contracted exclusively by Sparton to design
the collection. His suite was hailed as “Radio’s Richest Voice Now
Combined with Radio’s Smartest Styling.”2

ON S E PTE M B E R 18, 1935,

World expositions and trade fairs, such as the 1935 New York Expo,
were widely popular venues for showcasing new ideas, materials,
technologies, and contributions to daily living. The great 1925 Paris
Exposition International des Arts Décoratifs et Industriels Modernes
was one such venue. It introduced to the public a streamlined, modern
aesthetic called “Art Deco” after the shortened name of the French
expo. Decorative elements in Art Deco inspired luxury goods and
mass-produced consumer products that included the use of luxurious
new surface finishes, such as mirror, lacquer, ebony, chrome, ivory, and
Plexiglas, and clean geometric forms. Streamlined Deco objects often
called to mind modern machines in motion. The forms of the Bluebird
radio, for example, simulate the spinning propeller and landing gear of
an aircraft.
The Golden Age of Radio began in the 1920s and continued into
the early 1950s, when television replaced radio in popularity. In
1930, 39% of American households had radios; by 1940, radio
ownership grew to 73%.3 4 During the economic downturn of the Great
Depression, radio was a free medium for public entertainment and
information during a time when families struggled to pay rent and buy
food. Listeners could enjoy radio genres such as news, variety shows,
music programs, comedies, mysteries, farm reports, weather forecasts,
and quiz shows. Disseminating information quickly, the radio became
a very efficient way of communicating to the masses. President
Franklin Delano Roosevelt’s fireside chats, broadcast from 1933–44,
reached millions of Americans. The president used the medium to
build confidence, quell rumors, and share information with the public
about topics such as the bank crisis, drought conditions, the New Deal
Program, the Works Relief Program, and World War II.

TH E ART OF TECH NOLOGY
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VAN ITY designed 1939
East Indian rosewood, sequoia-burl veneers,
ebonized plywood, vinyl-coated fabric, brass,
brass-plated steel, mirrored glass, Plexiglas
or Lucite
Designer: Gilbert Rohde
Born: New York, New York 1894
Died: New York, New York 1944
Manufacturer: Herman Miller, Inc., Zeeland,
Michigan, 1923–present
Gift of Michael and Anis Merson, Baltimore
BMA 2000.226

R E LATE D ARTWOR K
is generally considered a
designer of industrial and mass-produced objects, his contemporary,
Gilbert Rohde, is known as a designer of furniture for high-end
production. Inspired by his visit to the 1937 Paris Exposition, which
showcased art and technology in modern life, Rohde designed the
Art Deco inspired “No. 3920” bedroom furniture group, to which the
BMA vanity belongs. Interestingly, bedroom vanities were raised to
the status of glamorous furniture forms in the 1930s in part because
of films that featured Hollywood actresses showcasing their beauty
at dressing tables.6 Rohde designed the vanity for modern furniture
maker Herman Miller Furniture Company of Zeeland, Michigan.
The bedroom suite showcases Rohde’s established vocabulary
of rectilinear and geometric forms, to which he added curvilinear
elements and innovative materials. For the vanity pulls, Rohde
introduced for the first time Plexiglas as a decorative material rather
than an industrial one. He also utilized innovative PVC-impregnated
cloth on the central panel of the vanity and on the cabinet rosewood
imported from Asia, and sequoia burl, a tree growth that when sliced
and polished is highly prized for its beauty.
WH I LE WALTE R DORWI N TEAG U E

PAG E 72

Baltimore Museum of Art ©2014 www.artbma.org

TH E ART OF TECH NOLOGY

R EVE R S I B LE COM POS ITION 1937–1938
Oil on composition board
Charles H. Walther
Born: Baltimore, Maryland 1879
Died: Baltimore, Maryland 1937
Bequest of the Artist, BMA 1938.717

After a 1906 trip to Paris to study with avant-garde artists, Baltimorebased artist Charles Walther became an early proponent of abstract
art and an opponent of the academic, representational style
embraced by many American artists. In the late 1920s, his “modernist
tendencies” cost him his job at the Maryland Institute College of Art,
where he taught painting for twenty-nine years. His dismissal was
caused by his adamant embrace of nonobjective art (art that does not
represent anything in the natural world) that was in direct conflict with
the realist tradition of the institute’s fine arts program at the time.7
Much like jazz music so popular in radio programs of the time,
Reversible Composition demonstrates riffs on repeated elements—
in this case, repeated forms in various colors—to create dynamic
abstraction. The work, made in the last year of his life, is even
more fluid because the artist gave no indication which side of the
composition was meant to be the top. The flat, simplified shapes
outlined in black call to mind stained glass, a medium Walther worked
in when he created windows for several churches in Baltimore. At The
BMA, Walther had his first solo show in 1930 and a major memorial
exhibition in 1938.

1

http://antiqueradio.org/spar04.htm

2

 he Bluebird was a relatively inexpensive radio for
T
its time. Using an inflation calculator, the $39.95
Bluebird table model would cost $674.65 in 2014.
Cabinet console floor models by companies such
as Zenith were much more expensive, costing well
into the thousands of dollars in 1936. Expensive
models such as the Zenith sold well in the 1920s
but not in the midst of the Depression in the 1930s.
In the 1940s, with increases in technology and
production, radios became less expensive and
ownership increased.

2

http://tuberadioland.com/files/SpartonAd_
RR09350001.jpg

3

www.census.gov/prod/99pubs/99statab/sec31.pdf

4

 s of 2011, 98% of Americans used or owned
A
a radio, a percentage that remained largely
unchanged since the turn of the millennium. In
addition, in 2011 online audio was used by 34%
of Americans through streaming AM/FM stations
and internet-only services, such as Spotify. http://
stateofthemedia.org/2012/audio-how-far-willdigital-go/audio-by-the-numbers/

5

http://idsa.org/walter-dorwin-teague

6

http://artgallery.yale.edu/collections/objects/vanityand-ottoman

7

http://www.mica.edu/About_MICA/
Facts_and_History/1905-1960_A_Fresh_
Start%E2%80%94Rise_of_Mount_Royal_Campus.
html
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CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Exploring audio technology of the past and
present
Grades: K–2, 6–8
Subjects: English Language Arts, History/
Social Studies, Visual Arts

ACTIVITY 2:
Creating and performing plays about the role of
radio during the Great Depression
Grades: 6–8, 9–12
Subjects: English Language Arts, History/Social
Studies, Visual Arts

Students will brainstorm a list of the ways people
communicate today, with or without technology.
Students will then carefully observe and describe
the ‘Bluebird’ Radio, using the following questions
as prompts. Teacher will record all student
responses on a black/white board.

Within a unit on the United States from 1929–1945,
students will examine and describe the ‘Bluebird’
Radio. Forming research teams of four, students will
collaboratively research the use of radio during the
Great Depression, including addresses by President
Franklin Roosevelt. Share the following questions to
guide students in their research.

• What lines, shapes, colors, textures, space, and forms do you
see in the object?
• Have you seen anything like this object before? What does it
remind you of?
• This object was used for communication. How do you think it
would have worked? What do you think it communicated?

Teacher will share with students the function of the
‘Bluebird’ Radio and its use during the time period.
In teams of two or four, students will brainstorm a
list of present-day technologies that allow people
to listen to audio content such as news programs,
podcasts, and music. Students will then choose
one of those technologies and compare it to the
‘Bluebird’ Radio using a Venn Diagram and the
questions below for guidance.
• How are the uses of ‘Bluebird’ Radio and the present-day
technology similar? How are they different?
• Compare and contrast the looks of the ‘Bluebird’ Radio and
the present-day technology. How are they similar? How are
they different?
• Why might the appearance of a piece of technology be
important to the consumer?
• What might the designer of the ‘Bluebird’ Radio have been
trying to express through the look of the object? What does
the look of present-day technology express?

Students will then participate in a class discussion
about the potential advantages and disadvantages
of the technologies they compared. Teacher will
record all student responses in a two-column chart.

•H
 ow did President Roosevelt use the radio to communicate with
the public during the period of the Great Depression?
•W
 hat other kinds of radio programs were offered during that
period? How did they reflect the time and the needs of the
audience?
•W
 hat role did radio play in the home at that time? Is there an
equivalent technology that people use today? How is it similar to
or different from the radio?
•W
 hy might the design of the radio have been important to
consumers at that time?

Student teams will then collaboratively create an
imaginative 10-minute play about a family who listens
to the radio during the Great Depression, creating
paper props for a 2-dimensional background set
(including a radio appropriate for the time), and a full
script. The following questions will help them create
their play.
• Who are the members of the family?
•W
 hat is happening to them during the Great Depression? How
do the different family members feel about it?
• What are some items they have in their home?
• Who is on the radio? (Don’t forget to cast this role!)
• What would the family listen to on the radio? Why?
•H
 ow would each of the family members react to what’s on the
radio? Why might they have different reactions?
• What role does the radio play in their daily lives?
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Student teams will then perform their plays for the
class.
Audio recordings of fireside chats and other radio addresses by
President Roosevelt can be found here:
http://www.presidency.ucsb.edu/medialist.php?presid=32
Transcripts of fireside chats by President Roosevelt can be found
here: http://docs.fdrlibrary.marist.edu/firesi90.html

ACTIVITY 3:
Discovering the Art Deco style
Grades: 6–8, 9–12
Subjects: English Language Arts, Visual Arts
Students will look closely at ‘Bluebird’ Radio, Vanity,
and Reversible Composition. Using a three circle
Venn Diagram, students will compare and contrast the
three artworks. Students will respond to the questions
below to help guide their looking. Teacher will record
all student observations on a black/white board.
• Describe the art elements—color, shape, line, texture, space,
and form—that you see in each of these objects.
• Which art elements are treated in a similar manner? Which are
treated differently?
• What other kinds of objects do these works resemble?
• Where else in your daily life do you see shapes like these?

Teacher will share with students images of Art Deco
objects and architecture without using the term Art
Deco. Referring to the art elements identified in the
three artworks, students will look for similar elements
in the newly introduced Art Deco images. In teams
of four, students will create their own preliminary
definition of the style (Art Deco) based on their
exploration of the common elements in the artworks.
They will then research the art historical definition of
Art Deco using print and/or online resources, which
students will use to compare with their definitions.
They will then share the results in a discussion with
the entire class about the definition of Art Deco.
Teacher may share a preferred definition of Art Deco
for discussion. Finally, student teams will develop a
research question about Art Deco and contemporary
industrial design for further exploration.
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English Language Arts
Grade 2
CCSS.ELA-Literacy.SL.2.1 Participate in
collaborative conversations with diverse
partners about grade 2 topics and texts with
peers and adults in small and larger groups.

History/Social Studies
Grade 2
3.C.1.b. Compare ways people communicate
ideas today and long ago.
4.A.3.a. Identify examples of technology used
by consumers such as automobiles, cameras,
telephones, microwaves, televisions, and
computers.
4.A.3.b. Analyze why consumers use
technology in their daily lives.
5.A.2.a. Gather and interpret information
about the past from informational sources and
biographies.

Grade 8
CCSS.ELA-Literacy. W.8.7 Conduct short
research projects to answer a question
(including a self-generated question), drawing
on several sources and generating additional
related, focused questions that allow for
multiple avenues of exploration.
CCSS.ELA-Literacy.W.8.3 Write narratives to
develop real or imagined experiences or events
using effective technique, well-chosen details,
and well-structured event sequences.
Grades 11–12
CCSS.ELA-Literacy.RI.11-12.7 Integrate
and evaluate multiple sources of information
presented in different media or formats (e.g.
visually, quantitatively) as well as in words in
order to address a question or solve a problem.

Grades 9–12
The United States in a Time of Crisis (1929–
1945)
1.f. Describe the influence of the arts, film, and
the popularity of radio in helping Americans
deal with the trials of the Great Depression.
Visual Arts
Grade 2
1.1.a. Describe colors, lines, shapes, textures,
forms, and space found in observed objects
and the environment.
1.2.a. Describe how artists use color, line,
shape, texture, form, and space to represent
what people see, know, feel, and imagine.
2.1.a. Observe works of art and describe how
artists express ideas about people, places, and
events.
2.2.b. Communicate a variety of reasons
for creating artworks, such as feelings,
experiences, events, places, and ideas.
Grade 8
2.2.a. Compare historical, social, and cultural
themes in selected artworks that communicate
beliefs, customs, or values of a society.
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“Bluebird” Sparton Model 566 Radio, c. 1936, Blue-mirrored glass, chromium-plated metal, wood
Designer: Walter Dorwin Teague
Born: Decatur, Indiana 1883, Died: Flemington, New Jersey 1960
Manufacturer: Sparton Corporation, Jackson, Michigan, 1900–present
Purchase with Exchange Funds from Gift of Marion Lee Brown, Gift of Mrs. Matthew Hirsch, Gift of
Isabel Powell Kilmer, Gift of Saidie A. May, Gift of Eleanor P. Spencer, and Gift of Eleanor L. Turnbull
BMA 1998.106
©Walter Dorwin Teague and Associates, Inc.
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Vanity, designed 1939, East Indian rosewood, sequoia-burl veneers, ebonized plywood,
vinyl-coated fabric, brass, brass-plated steel, mirrored glass, Plexiglas or Lucite
Designer: Gilbert Rohde
Born: New York, New York 1894, Died: New York, New York 1944
Manufacturer: Herman Miller, Inc., Zeeland, Michigan,1923–present
Gift of Michael and Anis Merson, Baltimore, BMA 2000.226
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Reversible Composition, 1937–1938, Oil on composition board
Charles H. Walther
Born: Baltimore, Maryland 1879, Died: Baltimore, Maryland 1937
Bequest of the Artist, BMA 1938.717

PICTURING
MEMORY

KEY TE R M S
• African-American History
• Memory
• Painting
• Trauma
• World War I

CLOS E LOOKI NG
from
fighting in France during World War I, Horace Pippin began painting
his memories of being a soldier. He completed Shell Holes and
Observation Balloon, Champagne Sector, a painting of an abandoned
battle site, in the early 1930s. In it Pippin recreates a war zone in the
Champagne region of France, where his regiment fought. The painting
is rendered in a palette of black, white, and grey—colors that together
emphasize the bleakness of the scene. The land bears scars from shell
fire; farmhouses and outbuildings are damaged, barbed wire is severed
from fence posts that look like grave markers, and eerie footprints mark
the path where soldiers once trod. An observation balloon, tethered
by a cable, flies in the background of the painting. Used by both Allied
powers and Germany, these fabric balloons filled with hydrogen gas
were flown a few miles behind the front lines to spot artillery and
gather intelligence.
twe lve year s afte r r etu r n i n g to th e u n ite d state s

TEACH E R’S G U I D E | AM E R ICAN COLLECTION | ©2014 | ARTB MA.ORG

SHELL HOLES AND
OBSERVATION BALLOON,
CHAMPAGNE SECTOR c. 1931
Oil on muslin
Horace Pippin
Born: West Chester, Pennsylvania 1888
Died: West Chester, Pennsylvania 1946
Gift of Mrs. John Merryman, Jr., BMA 1967.48
©Artist’s estate
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ARTIST SPOTLIGHT

ART I N CONTEXT

pi ppi n atte n d e d s e g r e gate d s ch ools

I N TH E S PR I NG OF 1917 , Horace Pippin enlisted in the 15th Regiment
of the New York National Guard, a unit consisting solely of AfricanAmerican soldiers. The regiment was the first of the US Armed Forces
sent to Europe and was soon to be one of the most celebrated
combat units of the war. The soldiers of the 15th New York were in a
unique position. Over 88% of enlisted men of color at the time were
relegated to essential but noncombat roles such as laborers or dock
workers. By the end of the war, however, African Americans served in
cavalry, infantry, signal, medical, and engineer units and were chaplains,
surveyors, truck drivers, chemists, and intelligence officers. In training
camps, the US military treated the few regiments consisting of AfricanAmerican soldiers poorly. White soldiers sometimes refused to salute
black officers, and black soldiers were often barred from officers’
quarters and clubs.1 African-American soldiers’ tents often lacked
stoves and floors, and during the winter of 1917–18, there were reports
of numerous deaths by freezing at Camp Alexander in Virginia.2

in Goshen, New York, until he was fifteen,
when he went to work to support his ailing
mother. He worked at a coal yard and an
iron foundry, and as a hotel porter and usedclothing seller, before enlisting at the age of
twenty-nine.
As a boy, Pippin had a strong interest in
drawing. He won his first set of watercolors
and crayons in an advertising campaign
sponsored by an art supply company. Later
he frequented a harness track in Goshen,
where he sketched horses and drivers. Upon
his discharge, Pippin returned to art. He said
that World War I “brought out all the art in
me.”8 Art aided his process of recovery both
from the emotional trauma of war and from
injury to his body. He worked with charcoal
to decorate discarded cigar boxes and a hot
poker to burn images into wood panels.9
In 1928, Pippin took up painting and
completed his first canvas when he was
forty-three years old. To strengthen his
right side, Pippin used his left hand to prop
up and guide his wounded right arm while
he painted. Because his disability made it
difficult for him to work in large scale, his
paintings rarely exceeded 25 x 30 inches.10
His subject matter was vast and included
war experiences, landscapes, portraits,
biblical subjects, and historical events. His
paintings of childhood memories and scenes
from everyday life greatly influenced fellow
artist Haywood Bill Rivers.

Soldiers of the 369th infantry regiment (15th
N.Y.) who won the Croix de Guerre for gallantry in
action, 1919.

Prior to the 15th New York being formed, any African-American man
who wanted to fight had to enlist in either the French or Canadian
armies.3 Many African-American soldiers hoped that joining the armed
forces and fighting for the United States would help shift racial realities
back home, but that was not the case. Commanders of the US Armed
Forces ruled out racially integrated units as a matter of policy.4 Soldiers
of color had to grapple with contributing to the military defense of a
society that continued to devalue and abuse them.
When Pippin and the 15th New York arrived in France two days
after Christmas in 1917, they were placed under French command
that, unlike British and American command, did not racially segregate
soldiers.5 They received French rifles, helmets, and other gear, although
they continued to wear US uniforms. The unit was renamed the 369th
Infantry Regiment, one of four African-American regiments to see
combat. From July 15 to August 6, 1918, the regiment fought in the
Second Battle of Marne, which was the last major German Offensive
on the Western Front. The battle is named for the river Marne in the
Champagne region of France, which borders Belgium, and it is that
region that Pippin recalls in this painting. While in the trenches, Pippin
kept illustrated journals, and he wrote in his war diary, “The trenches of
the Champagne Sector, that part of France is all mountains, and a bad
place for anyone to be in, for the Germans were always shelling them.”6
Advances in military technology in World War I caused maiming and
killing on a scale beyond what had previously been known or even
imagined. Pippin recalled seeing horrific injuries, violent explosions, and
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A page from Horace Pippin’s memoir of his
experiences in World War I, ca. 1921.
Horace Pippin notebooks and letters,
Archives of American Art, Smithsonian
Institution.

gas shelling that lasted for hours. Nerve and mustard gases, machine
guns, tanks, and fighter planes enabled the easy killing and maiming
of his fellow soldiers and the destruction of the landscape, recorded
in Pippin’s painting. Pippin, too, suffered severe injuries. In an October
1918 offensive, a sniper shot caused permanent damage to his right arm
and shoulder. An excerpt from Pippin’s war diary details the event:
[The German Sniper] clipped my neck and got me through my shoulder and right
arm. Yet I had nothing to eat yet and I only had a little water in my canteen… I were
laying on my back. I thought I could get up but I could not do so…the German sniper
kept after me all day. His bullets would clip the shell hole that held me this was 2
o’clock in the morning. …I tried to get up again, but I were too weak to do so. Night
were coming on, and it began to rain… The rain came more and more until I were in
water yet I were growing weaker and weaker all the time…7

After spending more than twenty-four hours in the shell hole, Pippin was
rescued by French comrades and eventually taken to a hospital in Lyons,
France, where a steel plate was used to attach his shattered shoulder to
his upper arm. From there, he was sent back to the United States.

R E LATE D ARTWOR K
(next page, above left) depicts a rural scene in which a minister,
standing in a blue pond, baptizes a worshipper while a farmer, his wife,
and two children bear witness. To the left of the pond, members of a
white-robed choir hold hymnals and sing. Crop fields, trees, and the
corner of a farmhouse or outbuilding are visible in the background.
bapti s m

Haywood Bill Rivers painted the scene using two perspectives. The
choir and onlookers appear flat against the canvas and face the
viewer directly. The minister, worshipper, and trees are also flat and
rendered straight on. However, areas of landscape are painted from
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BAPTISM 1948
Oil on canvas
Haywood Bill Rivers
Born: Morven, North Carolina 1922
Died: Brooklyn, New York 2001
Gift of the Negro History Committee
BMA 1949.56
©Artist’s estate

a bird’s eye view. Most dynamic of all, the pond is tilted toward the
viewer, revealing white, curving ripples of water that migrate away
from the baptism and act as a frame for the action. The juxtaposition
of perspectives creates an energetic scene that captures the curved,
rhythmic lines of the choir members and highlights the drama of the
baptism. Rivers’s interest in pattern can be found in this and other
paintings. Note the repetition of white dots of paint in the composition.
In the foreground, the dots represent tiny flowers. The same dots,
echoed in the fields in the background, depict cotton.
A decade before painting Baptism, Rivers moved to Baltimore at the
age of sixteen from rural Morven, North Carolina. He was promised a
scholarship to the art school that is now the Maryland Institute College
of Art, only to have it revoked when he arrived to register. The NAACP
advocated for him, and Rivers was eventually awarded a two-year
scholarship to the Art Students League in New York.11 While there,
the artist was introduced to the memory paintings of Horace Pippin,
whose depictions of rural scenes greatly influenced Rivers’s subject
matter. Rivers recalled and recorded scenes from his early years
including church going, card games, seamstresses and tailors at work,
and quilting. A 1948 grant, awarded to support his travel through the
rural areas of the Southeast, also aided Rivers in tapping childhood
memories that he later captured in painting.12 The Baltimore Museum
of Art mounted his first solo exhibition in 1948.
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CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Creating a memory picture
Grades: K–2, 3–5
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will look closely at Shell Holes and
Observation Balloon, Champagne Sector and
Baptism. Teacher will guide a class discussion using
the questions below and recording answers using a
Venn Diagram.
• Describe the art elements—line, color, shape, texture, form,
space—in each painting.
• What do you think is happening in each of the paintings? What
do you see that makes you say that?
• What is the mood of each of the paintings? What do you see
that makes you say that?
• Are there any similarities in the paintings? If so, what are they?
• How are the paintings different?

Teacher will share with students information on
the paintings and their artists, highlighting the fact
that both paintings were done from memory. For
elementary school students, sharing information on
Horace Pippin can be supported by reading aloud,
or having students read, A Splash of Red: The Life
and Art of Horace Pippin written by Jen Bryant and
illustrated by Melissa Sweet.
Students will then individually create drawings based
on their own memories. In groups of four, students
will discuss the memories they may use, and how
they will create an image of this memory. Once they
have selected a memory, students will create a Word
Web (illustrated at right, above) with one sentence
about their selected memory in the center circle. Next,
they will add words that describe the memory using
lines connecting the words to the circle. They will
then create a drawing of their memory, using their
descriptive words as inspiration. All students will
share with the class their drawings, their descriptive
words, and how the words they used helped them
express their memory visually.

ACTIVITY 2:
Keeping an illustrated journal
Grades: K–2, 3–5
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will examine Shell Holes and Observation
Balloon, Champagne Sector, form teams of four and
brainstorm as many words as possible to describe
the painting. Each team will then share their words
with the class. Teacher will record all words on a
black/white board and then invite all students to
discuss the painting by picking a word from the
board and expanding on it—sharing why they feel it is
important in the understanding of the painting. They
must support their assertions with evidence from the
painting.
They will then look closely at the page from Horace
Pippin’s journal in this resource and additional pages
from Horace Pippin’s illustrated journals, which can
be found online at the Archives of American Art at the
Smithsonian Institution. *
Students will then keep a visual and writing journal
in which they write about and draw scenes of their
lives three times a week for several weeks. They
will then create a 2- or 3-dimensional work of art
inspired by an event described in one of their journal
entries. Teacher will lead a discussion of the process,
ask students to reflect on the difference between
capturing their lives in textual and visual form, and
explore the benefits of using both text and image.
* Inventory of Horace Pippin’s Journals in the Archives of
American Art: http://www.aaa.si.edu/collections/horacepippin-notebooks-and-letters-8586/more#inventory
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ACTIVITY 3:
Exploring Horace Pippin’s life through art and
literature
Grades: K–2, 3–5
Subjects: English Language Arts, History/
Social Studies, Visual Arts
Students will look closely at Shell Holes and
Observation Balloon, Champagne Sector. Using
the following questions as guidelines, students will
discuss the work.
• Describe the art elements—line, color, shape, texture, form, and
space—that you see in the painting.
• What do you think is happening in this painting? What do you
see that makes you say that?
• What is the mood of the painting? What do you see that makes
you say that?

Teacher will share with students that the painting
is by artist Horace Pippin and recalls his time in
Europe during WWI. Teacher will read aloud, or have
students read, A Splash of Red: The Life and Art of
Horace Pippin written by Jen Bryant and illustrated
by Melissa Sweet and ask students to respond to
the following questions during or after the reading.
Students will point out where the illustrations support
their answers.
• What kinds of things did Horace Pippin like to draw as a child?
• What did Horace Pippin do when he could not make art?
• How did Horace Pippin solve the problem of making art with an
injured arm?
• What kinds of things did Horace Pippin paint as an adult?
• Horace Pippin used his mind and his hands when he made art.
Share one way he used his mind in the process to make art.

Students will then individually research one artist of
their choice using print and/or online resources and
create a one-page research report accompanied
by pictures (including one example of the artist’s
work and a student depiction of an important point
in the artist’s life). Students will then share their
research with the class. Teacher may lead a follow
up discussion to explore how the artists the students
researched were similar to or different from Horace
Pippin.
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English Language Arts
Grade 2
CCSS.ELA—Literacy.RI.2.3 Describe the
connection between a series of historical
events, scientific ideas or concepts, or steps in
technical procedures in a text.
CCSS.ELA—Literacy.RL.2.7 Use information
gained from the illustrations and words
in a print or digital text to demonstrate
understanding of its characters, setting, or plot.
CCSS.ELA—Literacy.SL.2.1 Participate
in collaborative conversations with diverse
partners about grade 2 topics and texts with
peers and adults in small and larger groups.
CCSS.ELA—Literacy.W.2.2. Write informative/
explanatory texts in which they introduce a
topic, use facts and definitions to develop
points, and providing a concluding statement
or section.
CCSS.ELA—Literacy.W.2.7. Conduct short
research projects that build knowledge about
a topic.

MARYLAN D STATE CU R R ICU LU M

Grade 3
CCSS.ELA—Literacy. RI.3.3. Describe the
connection between a series of historical
events, scientific ideas or concepts, or steps
in technical procedures in a text, using
language that pertains to time, sequence,
and cause/effect.
CCSS.ELA—Literacy.RL.3.7 Explain how
specific aspects of a text’s illustrations
contribute to what is conveyed by the words
in a story (e.g. create mood, emphasize
aspects of a character or setting.)
CCSS.ELA-Literacy.SL.3.1 Engage
effectively in a range of collaborative
discussions (one-on-one, in groups, and
teacher-led) with diverse partners on grade
3 topics and texts, building on others’ ideas
and expressing their own clearly.
CCSS.ELA-Literacy.W.3.2. Write
informative/explanatory texts to examine
and topic and convey ideas and information
clearly.
CCSS.ELA—Literacy.W.3.7. Conduct short
research projects that build knowledge
about a topic.

History/Social Studies
Grade 2
5.A.2.a. Gather and interpret information
about the past from informational sources
and biographies.
Grade 3
5.A.2.a. Collect and examine information
about people, places, or events of the past
using pictures, photographs, maps, audio
or visual tapes, and/or documents.
Visual Arts
Grade 2
1.1.a. Describe colors, lines, shapes,
textures, forms, and space found in
observed objects and the environment.
1.2.b. Use color, line, shape, texture, form,
and space to represent ideas visually from
observation, memory, and imagination.
1.2.a. Describe how artists use color,
line, shape, texture, form, and space to
represent what people see, know, feel, and
imagine.
2.1.a. Observe works of art and describe
how artists express ideas about people,
places, and events.
2.2.b. Communicate a variety of reasons
for creating artworks, such as feelings,
experiences, events, places, and ideas.
Grade 3
1.1.a. Describe similarities and difference
between the elements of art in observed
forms.
1.2.a. Compare and describe how artists
communicate what they see, know, feel,
and imagine using art vocabulary.
1.2.b. Represent ideas and feelings visually
that describe what is seen, felt, known, and
imagined.
1.3.a. Describe how the elements of art
and principles of design are organized to
communicate personal meaning in visual
compositions.
2.2.a. Discuss and compare how selected
artworks from different times or cultures
are similar or different (e.g. common
themes, content, form, and style)
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Shell Holes and Observation Balloon, Champagne Sector, c. 1931, Oil on muslin
Horace Pippin
Born: West Chester, Pennsylvania 1888, Died: West Chester, Pennsylvania 1946
Gift of Mrs. John Merryman, Jr., BMA 1967.48
©Artist’s estate
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Baptism, 1948, Oil on canvas
Haywood Bill Rivers
Born: Morven, North Carolina 1922
Died: Brooklyn, New York 2001
Gift of the Negro History Committee, BMA 1949.56
©Artist’s estate

SHAPING NEW
TRADITIONS

KEY TE R M S
• Ceramics
• Innovation
• Matrilineal
• Pueblo (Santa Clara)
• Tradition

WEDDING JAR

1950s

Polished earthenware
Margaret Tafoya
Born: Santa Clara Pueblo, New Mexico 1904
Died: Santa Clara Pueblo, New Mexico 2001
Mary Louise Gutman Bequest fund
BMA 2013.106
©Artist’s estate

CLOS E LOOKI NG
by Santa Clara Pueblo potter
Margaret Tafoya was hand built using coils of rolled clay. It is decorated
with the carved image of the Pueblo deity Avanyu, the guardian of
water. Its curving lines suggest flowing water and its zigzags resemble
lightning released from Avanyu’s mouth. Once the deity was carved, the
vessel was set aside to dry. Corncobs were then used to smooth the
surface, and the long process of polishing began. The pot was covered
with multiple layers of slip (a watery substance containing clay), and
between each layer’s application, the surface was burnished with a
smooth stone to create a brilliant, high-gloss finish for which Tafoya is
known. After the desired finish was achieved, the pot was fired.1 The jar
is black-on-black ware, meaning that both the decoration and the vessel
itself are black.

th i s two - s p oute d we d d i n g jar

TEACH E R’S G U I D E | AM E R ICAN COLLECTION | ©2014 | ARTB MA.ORG
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ARTIST SPOTLIGHT
b or n i n th e s mall pu e b lo of Santa Clara,
northwest of Santa Fe, New Mexico, Margaret
Tafoya came from a long line of potters. A
1983 exhibition at the Denver Museum of
Natural History included more than one
hundred pots by six generations of Tafoya
family ceramic artists. Her mother, Serafina
Gutierrez Tafoya, a renowned potter, was
Margaret’s biggest influence. Both mother and
daughter were known for their abilities to make
unusually large vessels—some thirty inches
high or more.

Tafoya made only hand-coiled pots using
chocolate-colored clay dug from deposits on
Santa Clara land. She always prayed to Mother
Clay before working, saying, “You can’t go to
Mother Clay without the cornmeal and ask her
permission to touch her.”4 The clay was taken
from an area where her ancestors dug, and
she required that her children do likewise. Said
Tafoya, “My girls are still doing work from the
clay that my great-great grandparents used.”5
She insisted that her family fire their pots with
natural fuels in an open fire. To get the inky
black finish associated with Santa Clara wares,
Tafoya covered her pots with finely chopped
horse or cow manure and allowed the smoke
to permeate the vessels’ surface.6
Tafoya created red-on-red and black-on-black
ware decorated with carved, unpolished matte
designs that contrast with the highly polished
surface. These designs include water serpents,
rain clouds, and buffalo horns—all symbols of
survival for the Santa Clara. She also carved
bear paw designs on the necks of large water
jars and wedding vases. The bear paw is
significant to the Tafoya family because legend
says that during a time of drought in the Santa
Clara Pueblo, a bear led the people to a spring
and saved them.7 The paw is a symbol of good
luck suited for a married couple’s water-filled
wedding jar because, as Margaret Tafoya said,
“The bear always knows where the water is.”8
While grounded in the pottery-making tradition
of the Santa Clara Pueblo, Tafoya advanced
the ceramic arts through her vision and
innovation. She adapted centuries-old vessel
shapes and revived techniques that had been
discontinued by the late 1800s. Tafoya’s
influence was profound. Five of her eight
children are recognized ceramic artists, as
are several grandchildren. In 1984, Margaret
Tafoya was named a National Heritage Fellow
by the National Endowment for the Arts for
her artistic excellence and contributions to
America’s traditional arts heritage.9

S HAPI NG N EW TRADITION S

ART I N CONTEXT
pe ople of th e santa clara believe that the serpent Avanyu lives
in the Rio Grande and its tributaries. During the month of July, when
the Avanyu feeds, Pueblo people do not swim in the water out of fear
of being eaten. Respectful of the Pueblo people, the serpent only
feeds in July so that the people can use the water freely the rest of
the year. Potter Margaret Tafoya’s grandson, Ryan Roller-Kha’-Po’Owingeh, writes, “Many important and trustworthy people among
the descendants of the people known as the ‘anasazi’2 have seen
this legendary creature with their own eyes, my great-grandmother
Margaret Tafoya being one of them.”3 Though seen in the 1920s by
Margaret Tafoya, the deity had special significance both culturally and
personally for the potter thirty years later, when the jar was made.

A Pueblo wedding jar is traditionally made by the groom’s family and
presented to the bride at her home. After receiving marital advice
from both families, the bride drinks water that has been blessed by
a spiritual man from one spout of the jar, turns the vase, and passes
it to the groom. He, in turn, drinks from the same spout. The ritual is
then repeated with the other spout. The two spouts represent the
spouses and the one handle that is formed from the spouts represent
their unity. Filled with liquid for drinking and decorated with the image
of the guardian of water, Tafoya’s jar is an excellent example of the
relationship between form and function.
Living in lands now part of New Mexico, Arizona, and Colorado are
twenty-one Pueblo groups who speak several different languages.
Some have matrilineal kinship systems and others are patrilineal.

Ceramist artist Margaret Tafoya
holds one of her vessels featuring
a bear paw design.
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During the time of Spanish colonialism in the mid-1500s, these peoples
were living in villages made of adobe, stone, and wood that explorer
Francisco Vasquez de Coronado called “pueblos,” meaning “towns.”
The word was soon generalized by Spanish colonials to mean the
people inhabiting the villages. One of nineteen pueblos of New Mexico,
the Santa Clara settled along the fertile Rio Grande in New Mexico. The
traditional agricultural economy was based on corn, beans, and squash,
often referred to as the “Three Sisters.”
For more than one thousand years, coiled pottery was an important
commodity among the Rio Grande pueblos. As traffic increased in
the nineteenth century along the Santa Fe Trail, the commercial trade
route established between Franklin, Missouri, and Sante Fe, New
Mexico, the pueblos replaced handmade pottery with machine-made
products to keep up with demand. A revival of traditional, hand-built
pottery occurred at the turn of the twentieth century. At this time, the
Santa Clara ceramicists began making large, beautifully formed, and
finely decorated coil-built vessels that were more artistic than utilitarian.
The matrilineal Santa Clara has long been known for its exceptional
earthenware traditions that were learned as daughters watched mothers,
aunts, and grandmothers create pottery.

R E LATE D ARTWOR K
Carter Harrison, Jr., his
brother, and several other businessmen, including meat-packing tycoon
Oscar Meyer, formed a group of financial backers to send artists to Taos
in exchange for choice paintings they made while in residence there.
Artist Walter Ufer, who grew up in Kentucky, was sent to Taos by these
sponsors in 1914. He traveled as a guest of the Santa Fe Railroad,
whose management was eager to purchase paintings for display in
rail stations to increase interest in train travel to the Southwest.10 Ufer
quickly developed a deep interest in the society and landscape of Taos.
He built a studio in Taos in 1914 and returned for long stays in 1915
and 1916, before settling permanently in the area.
ART COLLECTOR AN D FOR M E R CH ICAGO MAYOR

Ufer perceived the Pueblos as having been oppressed by European
Americans for so long that their cultural identities were at risk of
becoming lost. He responded by painting everyday life in Taos that
he feared was disappearing. Rather than posing subjects in studios,
or, as he described it, “exploiting their romantic appearances and
sensationalizing their ceremonials,”11 Ufer instead attempted to depict
Pueblo peoples in a respectful and realistic way.
Avanyu decoration on Wedding Jar.

PAG E 92

Baltimore Museum of Art ©2014 www.artbma.org

S HAPI NG N EW TRADITION S

LUZAN NA [LOUSUAN NA LUJAN]
AN D H E R S I STE R S 1920
Oil on canvas
Walter Ufer
Born: Louisville, Kentucky 1876
Died: Santa Fe, New Mexico 1936
Gift of the Friends of Art, BMA 1931.5.1

In Luzanna and Her Sisters, Luzanna Lujan, the eldest of the three
girls in the painting, wears a vivid lime-green shawl highlighted
in yellow and shadowed in blue. The shawl contrasts against the
decorative patterns of the wallpaper and window shades. She tends to
something, possibly related to meal preparation, in the woven basket
on her lap. Luzanna and one of her sisters were employed by Walter
Ufer in his home in an unknown capacity for a few months in the fall
and winter of 1919, the year before this painting was made. Beyond
the girls, the bright desert sun, which Ufer often depicted at midday,
shines on the scene of a horse-drawn cart outside the window. A
peach adobe building, yellowish-green vegetation, and a royal blue
mountain range contrast against a brilliant azure sky. Ufer used
brushes thickly covered in bright pigments that created texture and
added silvery white highlights to suggest the shimmer of the intense
New Mexico sun.
To the right, on the windowsill sits a clay wedding jar very much like
the one made by Margaret Tafoya in the BMA collection. In order to
capture the three dimensionality and shiny surface of the vessel, Ufer
used highlights of blue, green, orange, and yellow. A red highlight
on the pot creates the illusion of the red flower reflected in its glassy
surface.
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CLASS ROOM ACTIVITI E S
ACTIVITY 1:
Exploring transmission of knowledge

ACTIVITY 2:
Making a coil pot

Grades: K–2, 3–5

Grades: K–2, 3–5

Subjects: English Language Arts, History/Social Studies,

Subjects: English Language Arts, History/Social Studies,

Visual Arts

Visual Arts

Students will look closely at the Wedding Jar
using the following questions as guidelines for the
discussion. Teachers will record student answers on
the white/black board.

Students will look closely at the Wedding Jar and
respond to the following questions. Teacher will record
student responses on the black/white board.

• What colors, shapes, lines, textures, space, and forms do you
see?
• What is the overall shape of the object?
• How do you think this object might be used?

Teacher will share with students information on the
creation, purpose, and imagery of the Wedding Jar
and introduce students to the artist Margaret Tafoya
and her family, focusing on the transmission of
ceramics knowledge from Margaret to her children
and grandchildren.
In pairs, students will discuss special skills that their
parents, grandparents, older adult family members,
older family friends, or respected community
members have taught them or could teach them
in the future. As a homework assignment, they will
ask one of these people to share how they learned
this skill, and record their responses. The following
questions can be used to guide their interviews:
• What is your special skill?
• When did you learn this skill?
• Who taught you?
• Why did they teach you this skill?
• Have you ever taught anyone else this skill?
• Why is this skill important to you?
• Why should other people learn this skill?

Students will then write a three-paragraph report on
how their family member or friend learned the skill.
Students will share some of the stories they recorded
with the class in a group discussion.

• What colors, shapes, lines, and textures do you see?
• What is the overall shape of the object?
• How do you think this object might be used?

Teacher will share with students the imagery and
technique of the Wedding Jar, making sure to share
the dimensions of the pot to emphasize the large size.
Students will create a simple coil pot with self-drying
clay or, if a kiln is available, firing clay, paints, and
glazes.
Basic instructions on how to make a coil pot can be found at:
http://www.deepspacesparkle.com/2013/10/21/how-to-makea-coil-pot/ or http://www.asia.si.edu/explore/teacherResources/
Connections0108.pdf

If there is a source of local clay that students can
access, they can harvest their own supplies of clay.
Once pots are made, students will reflect on the
process using the following questions to guide their
discussion as a group:
• What part of making a coil pot was hard?
• What part of making a coil pot was easy?
• In order to make a coil pot the size of the Wedding Jar, what are
some things you would have to keep in mind?
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ACTIVITY 3:
Designing a meaningful vessel
Grades: K–2, 3–5
Subjects: English Language Arts, History/Social Studies,
Visual Arts

Students will examine the Wedding Jar and Luzanna
[Lousuanna Lujan] and Her Sisters. Starting with the
Wedding Jar, students will look closely and generate
as many descriptive words as they can. Teacher will
record the words on the white/black board and share
with students information on the Wedding Jar, its
purpose, and imagery using these resources.
Next, teacher will share the image of Luzanna
[Lousuanna Lujan] and Her Sister and ask students
to look closely at the painting using the following
questions to guide their discussion. Teacher will
record student responses on the black or white board.
• What colors, shapes, textures, lines, space, and forms do you
see?
• What figures do you see in the painting? What objects?
• What are the different parts of the painting that make the
composition?
• What do you think is happening in this painting? What do you
see that makes you say that?

Share with students information about the painting.
Make sure students have seen the Wedding Jar
depicted in the painting if they have not already
pointed it out.
Teacher will divide students into teams of four where
they will discuss the following questions:
• What are some vessels or containers that we use in our daily
lives?
• How do we use these vessels or containers?
• Are there particular vessels or containers that are used for
special occasions? If so, what are they and for what occasions?
(For example, a vase to hold flowers that someone might give
to their mother on Mother’s Day or a box to hold birthday and
holiday cards from friends and family.)

Student teams will then share their answers in
a group discussion. Teacher will record student
responses on the white/black board. Student
teams will then collaboratively design a vessel for
an important purpose, such as to hold objects that
have personal meaning. They will first determine the
purpose, then the size, shape, and decoration of the
vessel and create an illustration of the design using
design elements such as pattern, contrast, etc. They
will share their designs with the class in a large group
discussion.
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STAN DAR D S AN D CU R R ICU LU M
COM MON COR E STATE STAN DAR D S

MARYLAN D STATE CU R R ICU LU M

English Language Arts
Grade 2
CCSS.ELA—Literacy.SL.2.1 Participate
in collaborative conversations with diverse
partners about grade 2 topics and texts with
peers and adults in small and larger groups.

History/Social Studies
Grade 2
2.A.1.b. Explain ways people of different ages
and/or cultural backgrounds can respect and
help to pass on traditions and customs.

CCSS.ELA—Literacy.W.2.2 Write informative/
explanatory texts in which they introduce a
topic, use facts and definitions to develop
points, and providing a concluding statement
or section.

Visual Arts
Grade 2
1.1.a. Describe colors, lines, shapes, textures,
forms, and space found in observed objects
and the environment.
1.2.b. Use color, line, shape, texture, form,
and space to represent ideas visually from
observation, memory, and imagination.
1.2.a. Describe how artists use color, line,
shape, texture, form, and space to represent
what people see, know, feel, and imagine.
2.1.a. Observe works of art and describe how
artists express ideas about people, places, and
events.
2.2.b. Communicate a variety of reasons
for creating artworks, such as feelings,
experiences, events, places, and ideas.

Grade 4
CCSS.ELA—Literacy.SL.4.1 Engage
effectively in a range of collaborative
discussions (one-on-one, in groups, and
teacher-led) with diverse partners on grade 4
topics and texts, building on others’ ideas and
expressing their own clearly.
CCSS.ELA—Literacy.W.4.2 Write informative/
explanatory texts to examine a topic and convey
ideas and information clearly.

Grade 4
1.1.a. Analyze ways that the elements of
art, such as color, line, and share pare used
to represent visual and tactile texture and
movement in artworks.
1.3.b. Select and use principles of design,
such as pattern, contrast, repetition, rhythm/
movement, balance, emphasis, variety,
harmony/unity, and proportion, to give personal
meaning to visual compositions.
2.1.a. Analyze selected works of art and
describe how different artists express ideas
and feelings about human experience.
2.2.a. Identify technologies, processes, and
materials used to create visual art.
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Wedding Jar, 1950s, Polished earthenware
Margaret Tafoya
Born: Santa Clara Pueblo, New Mexico 1904
Died: Santa Clara Pueblo, New Mexico 2001
Mary Louise Gutman Bequest fund, BMA 2013.106
©Artist’s estate
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Luzanna [Lousuanna Lujan] and Her Sisters, 1920, Oil on canvas
Walter Ufer
Born: Louisville, Kentucky 1876, Died: Santa Fe, New Mexico 1936
Gift of the Friends of Art, BMA 1931.5.1

