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Intended Back Design for
1st U.S. Small-Size Notes

Gene Hessler

Background

The first Philippine size (same size as
current U.S. currency) 2-peso bank
note printed by the U.S. Bureau of
Engraving and Printing.

T HE SPANISH-AMERICAN WAR PEACE TREATY (DECEM-
ber 10, 1898) ceded Guam, the Philippine Islands and Porto Rico
to the United States. This same treaty relinquished Cuba to the
United States in trust for the Cuban people. The Act of March 2,

1903, "established a standard of value and provided for a coinage system in the
Philippine Islands, [and] authorized the Secretary of the Treasury to have cur-
rency notes printed upon request of the Philippine government" (History of
BEP 66).

Fearful of confusion with U.S. notes the first Philippine design was
rejected. A second design was accompanied by a statement dated May 6, 1903,
by the Director of the BEP. This was addressed to the War Department's
Bureau of Insular Affairs, the agency that would serve as liaison for the
Philippine Government:

I submit herewith [s] new model of a silver certificate for the Philippine
Islands of the denomination of two pesos. This model has been prepared after
careful consideration of the suggestions made by the Honorable Secretary of
War and yourself, the most important of which were that there should be a
marked difference between the Philippine and the United States certificate, so
that one could not be passed for the other, and there should also be a marked
difference between the denominations of the Philippine certificates, so that the
lower denominations could not be passed for the higher denominations. To
meet these suggestions the size of the certificate has been materially reduced

to a small oblong 6 1/4 in x 2 5/8
in., and an additional printing has
been added to the face, which in the
case of the two pesos certificate is
blue.

The first order for 2-, 5- and
10-peso silver certificates totaled
5,000,000 pesos; it was placed in
April 1903.* The first shipment
was sent from the BEP to San
Francisco on August 22, 1903; it
was shipped to the Philippines on

* In 1934 the BEP produced bank notes for Cuba. In 1945 plates were
prepared at the BEP for the Royal Siamese Government, however, these notes,
similar in appearance to military payment certificates, were printed by the
Forbes Lithograph Manufacturing Co. in Boston. The first bank notes for
Eritrea, dated 1997, were designed at the BEP by Clarence Holbert, however,
the notes were printed by Giesecke and Devrient in Germany.
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September 1st and issued in October (Shafer 1964, p. 21).
Secretary of the Treasury Franklin MacVeagh served from 1909-

1913 under President Taft. The estimated $600,000 saving from
reduced size Philippine notes prompted MacVeagh to change the
size of American paper money. The committee that would study
this possibility consisted of the Treasurer of the United States,
the Chief of the Secret Service, the Chief of the Division of
Loans, and the Director of the Bureau of Engraving and
Printing. A favorable report was presented and on Feb. 26,
1913, MacVeagh instructed the Bureau of Engraving and
Printing to proceed with designs to redesign U.S. paper
money:

I [MacVeagh] have caused this design to be prepared
for use in connection with a change in the size of United
States notes, gold and silver certificates and national bank
notes from their present dimensions to the dimensions of
Philippine certificates, and as soon as the engraving is complet-
ed you will at once prepare plates for the printing of the classes
above named of this reduced size.

Confirming my oral approval and instructions of January 31,
1913, the design prepared by Mr. Kenyon Cox, of New York City,
for use on the backs of all denominations of paper money is hereby
approved, and you are instructed to proceed immediately with the engrav-
ing of a die of this design, completing the work at the earliest moment possible
(History of BEP 66).

A week later the new administration appointed William G. McAdoo as
Secretary of the Treasury. Secretary McAdoo decided the proposal for small
currency should be reviewed; consequently, it was given considerably less
importance than the implementation of the new Federal Reserve System. The
new currency proposal was shelved at the outbreak of World War I.

On June 6, 1922, President Harding wrote to his Secretary of the
Treasury A.W. Mellon:

Personally, I have long since been inclined to favor the smaller-size bill.
I had an opportunity of seeing some of the Philippine paper currency when it
was first issued and thought it to be an ideal size. I wonder, however, if there
would not be a curious psychological effect if we were to reduce the size of the
currency at a time when there is a general complaint about the reduced pur-
chasing power of our currency (Shafer, pp. 151-152).

Secretary Mellon announced a new paper money series on Sept. 10, 1923;
the overall designs were the work of C.A. Huston and A.R. Meissner. The pro-
gram came to an end after some designs were executed. Two years later
Secretary Mellon appointed yet another committee; it recommended the adop-
tion of smaller size notes and the following portraits: George Washington for
the $1 note; John Garfield for the $2 note; and Abraham Lincoln for the $5
note.

On August 6, 1928, printing of small-size began. The 1928 Bureau of
Engraving and Printing Annual Report stated that new face designs similar to
large-size notes would be used with the exception of changes in portraits for
different denominations. Contrary to MacVeagh's 1913 proposal, the backs of
each denomination would be different: various public buildings would be por-
trayed.

Small-size currency was placed in circulation on July 10, 1929. The last
large-size notes were printed on November 1(backs), and December 15 (faces),
1928. The final order for large-size national bank notes was fulfilled on August
7, 1929.

Secretary of the Treasury
Franklin MacVeagh, engraved by
G.F.C. Smillie.
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Kenyon Cox

Labor (left), Peace, Plenty and
Prosperity (center) and Mercury (right).
This preliminary sketch that differs from
the final version was included in the
January 26, 1913, The Ohio State
Journal. The most noticeable difference
is in the figure of Labor on the left.

The Kenyon Cox Design

Secretary of the Treasury Franklin MacVeagh saw what elegant designs
Saint Gaudens created for our $10 and $20 gold coins in 1907 and decided
American paper money deserved new designs as well. MacVeagh sought the
advice of Edwin H. Blashfield, a member of the National Commission of Fine
Arts. In October of 1912 Cox was engaged to produce a classical design for the
backs of the new small-size notes. It was to be completed no later than
February 1, 1913, and the commission would pay $3000 (AAFAL, Oct. 10,
1912).

Cox assembled three females representing Peace, Plenty
and Prosperity in the center to form a classical pyramidal group-
ing (below). [Researchers have for years referred to the three
central figures as Plenty, America and Peace. In a letter dated July
21, 1913, to the Director of the BEP J.E. Ralph, the artist also
refers to America] Labor on the left and Mercury on the right
would complete this design (also below). Allyn Cox, the son of
the artist, posed for Mercury and his face was the model for
Commerce. (The preliminary sketches for this design are in the
Cleveland Museum of Art and are illustrated with permission in the
2004 edition of U.S. Essay, Proof and Specimen Notes.)

Kenyon Cox had just finished drawings of huge penden-
tives for the Wisconsin state capitol. These large seated figures
were ten feet high; the bank note design, when finalized, would
be, in contrast, two inches high (Morgan 199).

MacVeagh saw a preliminary sketch in December 1912
and was pleased. He said he would accept it with "the greatest
pleasure and without the slightest hesitation." In January the
Secretary wrote to Cox: "I more than ever congratulate myself

on my good fortune in finding you sufficiently disengaged to take up this
important work and it assures me of my good fortune in having been able to
clear the entire back of the note for your design, giving, in this way, the finest
opportunity that a currency note has ever furnished to an artist."

Cox wrote to a friend and said, "If the new administration doesn't upset
things, I think we shall have, at last, a paper currency of artistic merit worthy to
compare with the French (AAFAL, Feb. 1, 1913)." The artist was referring to
the notes he saw in Paris, among them the designs of Camille Ghazal (1825-
1875), who designed the French 5- and 20-francs, P(ick) 60 and 61. After his
return to the U.S. Cox must have followed changes in French paper money
design because he was aware of and extremely taken with Luc Olivier-Merson's
100-francs P78 (following).  

The back design by
Kenyon Cox and the educa-
tional designs of his col-
leagues, Blashfield, Low and
Shirlaw were done in the
period known as the
American Renaissance
1876-1917. Artists that fur-
ther defined this period
include John La Farge and
Edward Simmons.

Since the Cox design
was so different from what
BEP engravers had executed
before--Marcus W. Baldwin
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Luc Olivier-Merson's design on the 100
francs, P78 for France. The first issue was
dated 1906. The face with Agriculture
and Commerce was engraved by C.
Romagnol. The back with a Blacksmith
and Agriculture was engraved by F.
Florian and Ramognol.

called the design unusual--BEP Director J.E. Ralph suggested that he,
Baldwin, who was to leave on a vacation in early February, and Chief of the
Engraving Division G.F.C. Smillie visit Kenyon Cox in New York City. On
January 23 they boarded a train for New York and met with the artist at his
studio the following day.

On 27 January Director Ralph wrote a report to Secretary MacVeagh and
said "the design is beautiful in composition and treatment and would lend itself
to the engraver's art by its beauty of form and suggestion of lines. Mr. Cox pro-
nounces it the best piece of work he has ever produced." (These are the words
of Marcus W. Baldwin in a memo to Mr. Ralph, who transcribed them, word-
for-word, into his letter to the Secretary.)

"Though the design is out of the ordinary and usual treatment of bank
note vignettes in the matter of strong contrasts of light and shade, there will be
no difficulty in translating it in the style preferred by Mr. Cox by line engrav-
ing to steel plates" (L&M Jan. 27, 1913).

In a memo to Director Ralph, G.F.C. Smillie expressed admiration for
the design, "especially the composition and drawing of the central group. The
style of engraving for which Mr. Cox expresses preference, can be executed
with less difficulty than the usual hand note work, and therefore, incidentally,
presents fewer obstacles to the counterfeiter whether he be engraver or pho-
tographer. But, waiving the necessity for this additional protection to the note,
the work can be adequately rendered in the desired style and will afford plea-
sure in its execution" (L&M Jan. 27, 1913).

Mr. Cox was to bring his 6 1/2 by 2 1/2 foot pencil drawing to the Bureau
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a few days later, however, Director Ralph authorized George L. Dant of the
engraving division to carry the design to make certain it was not damaged in
transport. Before the drawing was shown to the Secretary, Director Ralph said
"I will have a photographic reproduction of the drawing made of the actual size
of a note for your use at your conference with Mr. Cox" (L&M Jan. 27, 1913).

A drawing of the design arrived in Washington on January 30, and on
February 2, Director Ralph, G.F.C. Smillie and Marcus W. Baldwin met with
Cox at his hotel to discuss how his design was to be engraved (Morris 148).

Mr. Cox granted or perhaps sought an interview for a newspaper story.
This is surprising considering new designs are usually kept secret until the date
of issue is near. The article "Girls Enthroned on the new Currency, Designs
for the New and Smaller Money Uncle Sam is Soon to Give Us" appeared in
The Ohio State Journal on January 26, 1913.

When the interviewer asked "Will it look like money?" The artist replied,
"Well, it will look as paper money ought to look, according to modern stan-
dard of artistic taste...." With no hesitation he went on to say "American cur-
rency is clumsy and antiquated in style as compared with that of European
nations, France and England especially. The foreign bank notes, as a rule, are
economical in size, fine in texture, and simple, although with elegance and dig-
nity in the pictorial designs printed upon them."

After further criticism he cited excesses on U.S. paper money including
"a tangle of meaningless scrolls or large surfaces of heavily shaded engraving."
With some apparent knowledge of engraving the interviewer asked if the
design would make it easier to counterfeit. Mr. Cox replied to what he thought
a naïve question.

"Heavy shading would be no special obstacle to the counterfeiter. As a
matter of fact, the figures in my design will be quite elaborately modeled and
shaded, but in a fine, silvery tone—like that of an Albrecht Diirer wood engrav-
ing, for instance." Following a few comments about safeguards against coun-
terfeiting that are up to the BEP the artist continues. "What I am especially
grateful for is the fact that all these official features, and all the numbering, let-
tering and signatures will be on the face of the bill, leaving the back a clean
slate for my allegorical design."

Anticipating a question about the female model, Cox said, "please don't
ask me for the name and address of the model I used chiefly for my central fig-
ure of Miss America. She is a professional, and a New Yorker, and has figured in
other works of mine known to the public." The artist brought out a drawing of
a female. Surprised, the interviewer said "this is a nude...." "All my figures are
first drawn that way from life, in the nude. Then I make the drapery studies
separately, outline them on tracing paper and put them on their respective fig-
ures."

"Now, this all-round female model of mine, whom I posed for the first
study of the seated America, also furnished some hints for the other figures of
Peace and Plenty, though I had another model for them."

The artist explained that models are just that, models. "Some one imag-
ined that a female figure in a courthouse mural painting of mine was a portrait
of a certain well-known actress. It was not so; but the rumor spread, and caused
no end of trouble. The actress herself complained; the municipal body which
had given me the commission objected; and, finally, I was compelled to repaint
the picture, in order to obliterate a 'likeness' which, I had never had the
remotest intention of making, and which, as a matter of fact, did not exist."

During the interview Allyn Cox, the young son of the artist entered the
studio, and Kenyon Cox turned and said "here is my Mercury model."

The interview ended with this statement from the artist: "My design for
the new currency is as severely conservative as it can be, and yet possibly the
novelty of the bills may at first bring down criticism upon me as an iconoclast.

436
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Had I sought to do something really revolutionary I might have submitted a
cubist conception of a bank note or a post-impressionist figure group."

On January 28 Director Ralph wrote to Secretary MacVeagh referring to
an interview by Mr. Cox that appeared in the New York World. "Mr. Cox has
evidently given the paper a copy of his first sketch, as the figure of Labor on the
left in the final drawing which I saw on Friday is entirely different from that
shown in the newspaper clipping." Mr. Ralph went on to say that when he "saw
Mr. Cox on Friday he did not mention having given any matter to the press on
the subject, and if he had mentioned it I would have suggested to him the
advisability of waiting until you had had an opportunity to pass upon the
design." Apparently the drawing that appeared in the New York World was the
same as the one that was included in The Ohio State Journal.

Compelled as he was to receive recognition for his design, publication of
a version that was moderately different from the accepted version could have
been a way for the artist to protect himself from serious criticism or reprimand.

On January 31, 1913, Secretary MacVeagh sent a lengthy memorandum
to Director Ralph:

"The design prepared by Mr. Kenyon Cox, of New York City, for use
on the backs of all denominations of paper money is hereby approved, and you
are instructed to proceed immediately with the engraving of a die of this
design, completing the work at the earliest moment possible.

I have caused this design to be prepared for use in connection with a
change in the size of United States notes, gold and silver certificates and
national bank notes from their present dimensions to the dimensions of the
Philippine certificates, and as soon as the engraving of the die of the new
design is completed you will at once prepare plates for the printing of the
classes above named of this reduced size. In connection therewith, the follow-
ing instructions will be observed:

1. The engraving on the face of the notes will be 21/4 by 6 1/8 inches.
2. All denominations of United States notes, gold certificates, silver cer-

tificates and national bank notes will bear the design herein before approved
on the backs thereof with no other engraving thereon, and with nothing to
indicate the denomination, the only difference between the backs of the sever-
al classes being in the color in which they are printed, United States notes, sil-
ver certificates and national bank notes, series of 1902, to be printed in green,
gold certificates to be printed in orange, and national bank notes, series of
1882, to be printed in brown.

3. The faces of all denominations of all these classes of notes shall be of
the same general design as the design of the $1 silver certificate bearing the
portrait of Washington which I have this day approved and herewith transmit
to you. The engraving of the face of the $1 note should be commenced at once
and completed with the least possible delay, and designs for faces of other
denominations of this and other classes should be submitted for my approval

Die 8269
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G.F.C. Smillie,
engraver of the Cox design

as soon as practicable.
4. The faces of all notes shall be printed in black and the engraving shall

include the denominational numeral on the left side to balance the seal on the
right side as shown in the model of the $1 silver certificate approved this day,
the numeral to be inserted within a circle of the same diameter as the seal. The
seal and serial number will be printed by surface printing in colored ink, the
colors to be red for United States notes, blue for silver certificates, orange for
gold notes and blue for national bank notes as at present.

5. In engraving the faces for these new sizes of notes the facsimile signa-
tures of the Register of the Treasury and the Treasurer of the United States at
present engraved thereon will be omitted.

6. In designing the faces for these notes of the reduced size the plan
will be pursued of using the same portrait on notes of the same denomina-
tion in all classes, and portraits to be used accordingly are hereby designed as
follows:

$1 Washington $10 Cleveland $100 Franklin
$2 Jefferson $20 Jackson $500 Chase
$5 Lincoln $50 Grant $1000 Hamilton
7. Any text required by law that is now engraved on the backs of notes

will be engraved on the faces of notes of the new design and size.
8. To permit of the change in size of national bank notes without

replacing all of the plates for individual banks now in use you are authorized
and instructed to design the faces of national bank notes in accordance with
the new plan and in such manner that the title and location of the bank may
be imprinted thereon by surface printing."

As previously mentioned, the design was unusual and different
from other subjects on U.S. paper money. On February 1 BEP
engravers G.U. Rose, G.F.C. Smillie and M.W. Baldwin went to the

Library of Congress to study 16th century engravings with the intent of
borrowing some books and engravings for about two weeks (L&M Feb.

1, 1913). Handwritten on the memorandum are notations (dated

March 2, 1917) that the following prints were studied: St. Cecilia, Venus,
the Blessed Virgin and Lucretia [Marcantonio Raimondi after Raphael];

the individual artists were not identified.*

With the aforementioned prints from the Library of Congress in hand

engravers Smillie and Baldwin visited Kenyon Cox with a written message from

Director Ralph dated February 1, 1913. This was to make certain that the
artist was satisfied with the engraving style to be followed.

In a written reply dated February 3 to Mr. Ralph, Mr. Cox expresses

admiration for Lucretia [Raphael], the Judgment of Paris [Raphael] and Massacre
of the Innocents [Raphel and Rubens], both engraved by Marc Antonio and oth-

ers by Diirer, Mantegna and Lucas van Leyden. Cox was pleased and closes his

note by saying "Such hearty endeavor to understand and cooperate is rare for

an artist to find." (Marc Antonio, the engraver Smillie and Cox refer to

throughout, is Marcantonio Raimondi, b. ca. 1480, d. before 1534. This artist

is recognized for his engravings of the work of other artists. It would be advan-

tageous to show some of the 16th century work mentioned here, however,
these images are covered by copyright.)

A report of this meeting was given to Mr. Ralph by G.F.C. Smillie. In

addition to the artwork previously mentioned Mr. Sri-Lillie refers to a volume

entitled Prints of the British Museum Reproduced by Photography,New Series Part

III. Quoting Mr. Cox Mr. Smillie wrote: "For intensity of tone, the deepest

shadow under the draperies of the female figure (Venus & Cupid by Marc

Antonio) should be the deepest you render any of my drawing." Cox also men-

* After viewing paintings by these titles the name of the artist that seems
to be the appropriate has been inserted.
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tioned David Playing before Saul and the Adoration of the Magi. Finally, Cox had
declared that Marcantonio's 2nd plate of the Massacre of the Innocents represents
what he wants in his bank note design. (To view an engraving of this artwork
on the Internet go to Google, click on images, type "Marcantonio Raimondi”
and click on the image above abbi.jpg.)

During the first week of February four members of The Commission of
Fine Arts, Edwin H. Blashfield, Thomas Hastings, Charles Moore and Pierce
Anderson were asked their opinion of the Kenyon Cox design. All approved,
nevertheless there were suggestions from Moore and Anderson; both thought
the shadows on portions of Mercury were too dark.

In Sol Altmann's copied and typed version of the Smillie diary there is an
entry for "Experimental die [8269] reproducing in style of Marc Antonio [sic]
the Kenyon Cox drawing;" the date is February 5, 1913. This incomplete die
included only the images of Labor, Plenty and Mercury. Although 85 hours of
engraving time was spent, there is no indication that this die was transferred as
the basis of the final die 8271, which was begun on 20 February.

On May 10 Director Ralph sent an early progress proof to Mr. Cox and
the artist replied with some suggestions. Mr. Ralph was reminded that Mr. Cox
would be going to Windsor, VT for the summer, and further communication
should be sent there.

Kenyon Cox sent a letter to J.E. Ralph in which the designer comments
on a second proof that was sent to him. He said it was "an improvement over
the first...the sparkle and silvery tone of the whole thing is admirable...the
work will reflect credit upon the Bureau...." Then came the qualifications.

The artist had suggestions for improving every figure except Mercury.
Here are his comments about America "The head of America is so good that

Labor and Plenty as drawn on the letter



Peace as drawn on the letter
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perhaps it would be better not to change it. The upper lip might be very slight-
ly thicker at the point marked, and the lower lip a trifle wider also, but unless
these changes can be made with the utmost delicacy they had better not be
made at all. The general expression is very good and overdoing of these
changes might spoil it" (LR June 21, 1913).

Other suggestions included demonstration drawings that the artist drew
on the letter pages:

"The head of Peace [shown left], which is one of those I last had in the
original design, is greatly improved, but the foreshortening is still not quite
satisfactory. The mouth is not quite in line with the eyes yet, and does not turn
around the head sufficiently. Note the direction of the dotted lines on this
rough diagram, and the sudden turn down of the far corner of the mouth to
bring it down to line. In the engraving these lines are not parallel but farther
apart on the left. This not only falsifies the perspective of the head but gives
the lower lip the air of being thrust up and out in a sort of one sided pout
which entirely changes the expression of the head. Also the chin and jaw,
where the arrow points, seems cut away a trifle, making the face a little round
and weak. I think this is, perhaps, a matter of a little too much shade rather
than an actual false line. Of course all these things, in this scale, are very
minute.

"In the head of Labor [shown on previous page] the shadow by the wing
of the nose is too long and runs down into the shadow at the corner of the
mouth, which gives the head a pudgy look. The shadow should be more
restricted, letting some light through between it and the other shadow where
the arrow points. The masculine look of this head is due to restricted and
clearly marked shadows with very pale half-tones making it firm and irregular
rather than round.

"In the head of Plenty [also shown on previous page] the shadows at cor-
ner of mouth and nose and under lip should be almost obliterated, leaving the
contours clear and open. It wants very slight modeling throughout. The brow
should be indicated as taking a higher arch, the upper lid ought to be more
level, and the triangle of the whole eye shorter. I have exaggerated this a trifle
in the diagram. The little sketch to the left is a caricature of that in the engrav-
ing. Of course the real differences are very slight, but an exaggeration is the
only way to show them." (LR Jan 21, 1913)

There are more suggestions from the artist, however, there is no need to
further show how demanding he was and how the engraver must be able to fol-
low directions and transform lines on paper to a variety of lines—shallow, deep,
wide, narrow, long and short—into a steel plate.

The last letter from Kenyon Cox that I could find, which relates to the
engraving of his design was dated July 29, 1913, and came from his Vermont
residence. The artist mentioned trouble with the head of Peace, but closed with
the following. "I hope Mr. Smillie may be able to understand this and give me
what I want as he has been able to do in the other heads. It is the last of my
demands upon him." G.F.C. Smillie must have been relieved to hear this.
What appears to have been a final proof was sent to Kenyon Cox on December
1, 1913.

The die that G.F.C. Smillie began engraving on February 20 was com-
pleted on August 17. The record sheet for die 8271 confirms that it took Mr.
Smillie a total of 368 hours of engraving to complete his work.

The project was completed under Secretary McAdoo, however he did not
execute the order of application of his predecessor. Establishment of the
Federal Reserve system, which required new paper money designs and the out-
break of World War I placed the plan for small-size notes on hold. As collec-
tors you know, the Kenyon Cox design was put to use as the back of the $100
Federal Reserve note and Federal Reserve Bank note (opposite).

Mr. Cox requested and received permission to show his drawing at the
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Architectural League Exhibition. The artist was to be responsible for shipping
and insurance. In granting permission the new Secretary of the Treasury, W.G.
McAdoo wrote the following: "The Department is continuing its plans with
respect to new designs for paper currency, and for reasons which you will read-
ily appreciate I am permitting this exhibition only on condition that no pho-
tographs shall be taken of the drawing and that it shall be given no newspaper
notoriety" (LS Nov. 15, 1913).

This design was the only paper money image created by Kenyon
Cox, and in his "Notes on Line Engraving" G.F.C. Smillie wrote:

"The contention of Mr. Kenyon Cox that line engraving 'has no busi-
ness in the depiction of tone values'---that 'its function is in the field of deco-
ration' (stated to the writer in his studio, 1912) is without warrant or founda-
tion, and existent only in his personal opinion or prejudice. What limitation
can be placed legitimately upon the competent application of any medium of
representation? Why not deny to the painter depiction of aught but decora-
tions because he cannot give relief of sculpture--or, of sculptors because their
figures lack motion?" (Smillie 202)
Mr. Smillie goes on to say:

"It would be interesting to know how many painters have ever made
even a casual effort to know and appreciate line engravings. Is it reasonable to
expect that the charms of engraving are any more obvious than those of paint-
ing, sculpture, architecture? Is the untutored sense adequate to either the
appreciation or comprehension of the varied elements of beauty, the art, of
these products of the aesthetic sense? Then why should the untutored publish
their `un-appreciative' condemnation of what they have never studied, never
made effort to comprehend or discover its merit?" (Smillie 203)
The author of the present article has discovered from experience that it is

not uncommon for art critics and art historians to classify or pigeonhole securi-
ty line engravers as craftsmen and inferior artists, rather than acknowledge the
art form and the artists that produce it.

However, for Cox, an artist, to speak as he did about line engraving is
troubling. "The self-satisfied attitude of the painter towards the engraver is
somewhat comical. He refers to the 'mechanic' as a copyist" (Smillie 204).*

Nevertheless, Cox was pleased to have his artwork, transformed by an
engraver, placed on paper money. At the close of his July 21, 1913, letter to
Director Ralph the artist asked if a "final decision [had] been come to about the
signature? I should like to have my name go down with this if it can be done,
and I believe Mr. Fraser was allowed, or asked, to sign his nickel" (Smillie 202).
Mr. Cox did not get his wish. Many countries include names of designers and
engravers on their paper money and postage stamps, a custom which the pre-
sent writer wishes would be practiced in the U.S.

* At some time in the future I hope to present more of Mr. Smillie's com-
mentary on this subject.

The Cox design consisting of
Labor, Plenty, America, Peace
and Commerce was engraved by
G.F.C. Smillie and used on the
$100 Federal Reserve Bank Note.
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Kenyon Cox, the Designer
Kenyon Cox was born on October 27, 1856, at home on Bazetta Road,

near the county fairgrounds in Warren, OH. He attended public school and
eschewed the mandatory subjects, but preferred to spend his time drawing. A
sickly child, Cox spent a lot of time in bed after age nine and saw the last of
formal schooling at age 14.

His stepfather Jacob Dolson Cox served in the Ohio Senate, became
major general during the Civil War and was governor of Ohio 1866-1868.
Then the family moved to Cincinnati where the senior Cox practiced law. It
was here that the young Kenyon had two bouts with a tumor that affected his
face and neck. Somehow he survived two operations, and during recuperation
the young artist spent time with pencil and sketch pad.

Cox attended art classes at the McMicken School of Design, which was
affiliated with the University of Cincinnati. German artist Frank Duveneck was
in Cincinnati between 1873-1875 and held evening classes at the Ohio
Mechanics' Institute; Kenyon Cox was one of 16 pupils who attended these
classes. The Spanish artist Mariano Fortuny was another influence on Cox and
his modernist colleagues.

In 1876 Cox went to Philadelphia to see the Centennial Exposition and
the following year enrolled at the Pennsylvania Academy. Kenyon Cox went to
Paris in 1877 and visited Italy in 1878 and returned in 1880. In Europe he
studied, absorbed, learned and lived a bohemian life on a shoestring. Most of
the time in Paris Cox was under the eye of Jean-Leon Gerome.

By 1883 Cox settled in New York City. He politely refused the hospitali-
ty of Will Low. Instead he settled in a small room on West 18th St. and took
studio space at 145 W. 55th St. Cox did illustration work for publications,
Century Magazine among them, and for a brief time he wrote articles for the art
press and some unsigned criticism for the New York Evening Post.

In 1885 Cox began teaching two evenings each week at the Art Students'
League. He believed and taught that drawing was the basis for all art. "It shapes
the senses, broadens the powers and stimulates the observation and the intelli-
gence, making of the student a finer and in every way more efficient being than
he could become without it."

Kenyon Cox was acquainted with sculptor Augustus Saint Gaudens dur-
ing their student days in Paris and later in New York. In 1887 Cox made a
"magisterial portrait" of the would-be designer of two U.S. gold coins. "The
sculptor helped Cox get illustration commissions, some of which involved his
own works" (Morgan 106).

Cox married a student Louise Howland King in May 1892. A leisurely
summer was planned when he received a commission to join other muralists to
decorate buildings for the World's Columbian Exposition in Chicago.

In 1895 Kenyon Cox was a founding member of The Mural Painters. In
addition to Kenyon Cox, mural painters in America included Edwin H.
Blashfield, John La Farge, William Morris Hunt, Will Low, George W.
Maynard, Walter Shirlaw, Edward Simmons and Edward 0. Walker. Low,
Blashfield and Shirlaw designed, respectively the $1, $2 and $5 1896
Educational Notes. Most of these artists, 10 additional painters and 22 sculp-
tors contributed to the artwork in the Library of Congress (Morgan 144).

With his murals Cox "had hoped to expand the individual's consciousness
always within a tradition that emphasized order and harmony," and Will. Low
"wanted uplifting, complex compositions to temper atomized individualism and
materialism" (Morgan 139). "From about 1895 to 1925 painters decorated
some 400 major buildings in the United States." (Morgan 139) By 1914 tastes
were changing and fewer large buildings were being erected; the decoration of
building interiors with murals was coming to an end.

On March 17, 1919, Cox died in New York City. The New York Times
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and the New York Tribune ran lengthy obituaries. His paintings, murals and
sculpture can be found in buildings and museums around the country.

Epilogue

One Sunday in June of 1981 I was watching 60 Minutes. A portion of the
taped-telecast took place in the U.S. Capitol, where, on a scaffold, high above
those walking below, Allyn Cox was interviewed. This artist and muralist, the
son of Kenyon Cox, was repairing one of the large murals. Mr. Cox was asked
about his work and I realized that he was the son of Kenyon Cox. Almost
immediately I wrote a letter to Mr. Cox and addressed it c/o of the U.S.
Capitol and assumed it would be delivered and hoped for a reply. A few weeks
later I received a response; Mr. Cox said he would be happy to meet with me
on my next trip to Washington.

I coordinated visits to the BEP
and the National Archives for a meet-
ing with Allyn Cox at the Cosmos
Club where he resided. (This club is
for men who have made contributions
to or who have received recognition in
the fields of science, literature and the
arts. The walls are covered with por-
traits of members who were Nobel
Prize recipients.)

I had questions about Kenyon
Cox, his father, his father's colleagues
and the design intended for the first small-size U.S. notes. During our conver-
sation in the garden of the Cosmos Club he told me about his father's respect
for French bank note designs, especially those by Luc Olivier-Merson (1846-
1920). For me and the collecting world this was new and exciting documented
information. The Kenyon Cox design as used on the back of the $100 Federal
Reserve note demonstrates the influence of the French paper money designers
especially Luc Olivier-Merson.

Allyn Cox, who was born in 1896, was a respected painter and muralist.
His portrait of Henry Clay can be found in the Senate Reception Room of the
U.S. Capitol. This painting is based on the work of George P.A. Healy. One of
the murals by Allyn Cox is the Burning of the Capitol by the British, 1814 on the
first floor in the east corridor of the House Wing of the U.S. Capitol. In the
latter years of his life he restored the murals in the Capitol until he was 85.

We exchanged letters after our meeting in Washington, however my last
letter to him was returned. That letter contained my response to his inquiry as
to whether I had any interest in his only proof of his father's design. The
unopened returned letter prompted me to telephone the Cosmos Club and I
was told that Allyn Cox had died; his obituary appeared in the New York Times
on September 28, 1982. The proof that had been offered to me was the only
example known to exist outside the BEP.

His obituary (Washington Post, September 28, 1982) read in part:
"In 1953, Mr. Allyn Cox was commissioned to complete the Rotunda

Frieze just under the dome of the Capitol. The paintings were begun in the
19th century by Constantino Brumidi, the Italian artist who spent much of his
professional life working on the Capitol. Brumidi died before the work could
be completed.

"This circumstance provided Mr. Cox with an ambition that began in
his boyhood: to complete what Brumidi had started. 'When I was very young,'
he said in an interview shortly before his retirement last April [1981], 'my par-
ents brought me here and showed me an empty space in the frieze under the
Rotunda dome. After that, I used to dream and dream of painting it one day."

Allyn Cox and the author
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Allyn Cox, son of Kenyon Cox, painting a
mural in the U. S. Capitol that honored the
American Civil War and the Spanish-
American War. (Library of Congress photo)

To see the murals of Kenyon and Allyn Cox on the Internet, go
to Google and click on images and insert "Kenyon Cox" and "Allyn
Cox."
I wish to thank Cecilia Wertheimer, Curator of the Historical Resource

Center at the U.S. Bureau of Engraving and Printing for providing copies of
the correspondence that pertains to the creation of this design at the Bureau.
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