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Lauren Keach Lessing

PRESIDING DIVINITIES: IDEAL SCULPTURE IN NINETEENTH-CENTURY
AMERICAN DOMESTIC INTERIORS

This dissertation deals with sentimental, marble, ideal figures by Antonio
Canova, Hiram Powers, Randolph Rogers, Chauncey Ives, Joseph Mozier, William
Rinehart, and others. In the middle decades of the nineteenth century, such statues were
displayed, often to large audiences, at exhibitions and in sculptors’ studios, and published
sources generally describe them in these settings. Nevertheless, the vast majority of ideal
sculptures produced at this time were destined for the domestic sphere—a fact that has
been overlooked by scholars. Similarly, whereas earlier studies of American ideal
sculpture have focused on the wealthy, educated patrons who supported sculptors’
careers, this dissertation explores the role of buyers—men and women who purchased
one or more ideal sculptures for their houses, usually during a single trip to Italy, and
who were motivated more by private concerns than by a desire to advance the cause of art
in the United States. In many ways, these buyers resembled middle-class consumers of
sculptural reproductions in mediums such as plaster or parian, making it possible for me

to draw connections between ideal sculpture and a broad nineteenth-century culture of
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sentimental domesticity.

Using seven in-depth case studies of American domestic interiors ranging from
the 1840s to the 1880s, I argue that ideal sculptures in private homes were more than just
decorative props. They were active players in domestic rituals and “presiding divinities”
over domestic life. Installed in private homes, these artworks idealized western concepts
of gender and domesticity, modeled genteel behavior, evoked reverence, allayed anxiety
and, at the same time, confirmed their owners’ taste and wealth. Drawing on the
methodologies of cultural studies—in particular studies of consumption, cultural
biography, and material culture—I explore the role ideal sculpture played in sacralizing
and sentimentalizing the nineteenth-century American home, and in constructing
concepts of family, nationality, gender, race and class that were fundamental to

individuals’ understandings, and public presentations, of themselves.
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CHAPTER 1
INTRODUCTION

On an April evening in 1859, Louise Corcoran, the only child of the fabulously wealthy
banker, philanthropist and art collector William W. Corcoran, married George Eustis, a
United States Congressman from Louisiana, in her father’s Washington, D.C. mansion. A
“select circle” of several hundred guests witnessed the ceremony, which took place in
Corcoran’s private art gallery.! Writing of the wedding for Harper’s Weekly, George
Washington Jenkins noted that one of the original versions of Hiram Powers’ celebrated
marble statue the Greek Slave stood at one end of the gallery, “in a bay window which
forms a fitting shrine.” He went on to describe the “impressive and beautiful tableau” that
greeted the wedding guests as they entered the gallery.
At the far end of the gallery, as a presiding divinity, was the exquisite chef
d’oeuvre of Powers, surrounded by the rarest exotics, pure and white as the
eloquent marble itself. Before the pedestal, however, were dense clusters of
scarlet azelias [sic], which formed an effective background for the bride, who
was, of course, the “observed of all observers.” Never was there a more lovely
victim at the altar of Hymen and never did she appear more beautiful.
Jenkins wrote of the bride’s white silk and point lace gown, the handsome groom, and the
artfully grouped wedding attendants before briefly describing the ceremony.
[The Rev.] Dr. Pyne stopped a few paces in front of the couple about to be
wedded, Mr. Corcoran standing at his right hand, just in his rear, the attendants

being on either side... Never was the ritual of the church more impressively read.
Mr. Corcoran gave the bride away; the wedded couple knelt upon two prayer

' More than one thousand guests attended the reception, which Mrs. Jefferson Davis
referred to as “a small Rothschild’s affair.” Letter from Varina Anne Banks Howell Davis
to Jefferson Finis Davis, 3 April 1859, in Hudson Strode, ed., Jefferson Davis, Private
Letters 1823-1889 (New York: Harcourt Brace World, 1966), 580. Corcoran’s art gallery
remained part of his private home until Louise Corcoran’s marriage, after which he set
plans in motion to open his collection to the public in a separate building.
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cushions placed before them; and no sooner had the clergyman said “Amen!” then
they sealed the right with a kiss.”

The costumes of Louise Corcoran and her bridesmaids, the flowers, and the
arrangement of the wedding party followed, almost to the letter, the recommendations for
a tasteful wedding set forward in Godey’s Lady’s Book the previous November.’
However, the Corcoran family substituted their private art gallery for a church and
reversed the usual order of the wedding procession. It was the guests and the minister
who entered with the father of the bride. The bride, the groom, and their attendants stood
posed and motionless—like works of art themselves—before an ideal marble statue, The
Greek Slave (fig. 1), which took the place of a Christian altar.’

By 1859, Powers’ statue had achieved iconic status. Everyone at the Corcoran
wedding would have been familiar with its subject.” It depicts a young, Christian woman

captured by Turks during the recent Greek War of Independence. Stripped and chained at

* George Washington Jenkins, “The Corcoran Wedding,” Harper’s Weekly 3 (April 16,
1859): 241-242.

3 “Centre-Table Gossip, Bridal Etiquette,” Godey’s Lady’s Book 57 (November 1858):
475.

* In his description of the scene as a “tableau” Jenkins alluded to tableaux vivants—
popular parlor theatricals which were formally and thematically related to ideal sculpture.

> In 1847-1849, Corcoran’s version of the sculpture was publicly exhibited, with much
fanfare, in New York, Washington, D.C., Baltimore, Philadelphia, New Orleans and
Cincinnati, where more than one hundred thousand Americans saw it. Richard P.
Wunder, Hiram Powers: Vermont Sculptor. 1805-1873 (Newark: University of Delaware
Press, 1989-1991), vol.2, 158-167. For a discussion of the Greek Slave’s tour of the
United States, see Wunder, vol.1, 217-221; Joy Kasson, Marble Queens and Captives:
Women in Nineteenth-Century American Sculpture (New Haven and London: Yale
University Press, 1990), 46-72; Nancie Clow Farrell, “The Slave that Captivated
America,” Cincinnati Historical Society Bulletin, 22, no.4 (1969): 221-239; and Samuel
A. Robertson and William H. Gerdts, “Greek Slave,” The Newark Museum Quarterly 17
(Winter-Spring 1965): 1-30. This last article, though insightful and ground breaking,

contains a number of inaccuracies.
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the wrists, she stands on the auction block stoically awaiting her imminent sale into
sexual slavery. In light of its subject matter, the Greek Slave might seem a bizarre choice
for a wedding altar. Nevertheless, it created a vision of domesticity that mid-nineteenth-
century viewers found immensely appealing.

At a time when a growing number of Americans were protesting the legal,
political and economic disenfranchisement of married women in the United States,
Powers’ sculpture idealized the western model of marriage and family by contrasting it
with a fantasy of the dissolute East. His chaste subject stands in marked contrast to a
woman of the harem. As Powers’ friend and promoter Minor Kellogg noted, “The cross
and the locket, visible amid the drapery, indicate that she is Christian and beloved.”
Viewers often focused as much attention on the slave’s past as they did on her future fate,
contrasting “her distant, happy cottage home in Greece,” where she had been cherished
and adored, with the polygamous, lustful and pecuniary union about to be imposed on
her.” From this comparison emerged an idealized vision of Christian domestic life
characterized by “love, trust, hope and joy”—an ideal that obscured the actual second-
class status of married women throughout the western world at this time.® The Greek

Slave also embodied the mid-nineteenth-century ideal of “true womanhood” —an ideal

® Quoted in the promotional pamphlet Powers’ Statue of the Greek Slave (Boston:
Eastburn’s Press, 1848).

7 W. H. Coyle, “Powers’ Greek Slave,” undated excerpt from The Detroit Advertiser,
quoted in ibid.

% James Freeman Clarke, “The Greek Slave,” quoted in ibid. The rhetorical use of the
Orient as a foil against which Westerners define themselves and their culture has been
discussed at length by Edward Said in his seminal book Orientalism (New Y ork:
Pantheon Books, 1978).



that Barbara Welter has described as passive, pious, pure and domestic.” As one
American observer noted, the Greek Slave combined “all that is beautiful in the ideal—
that glows in the fancy—and all that is cheerful and home-like in the fair beings who
cluster around our own firesides and live in our hearts... An impure thought cannot rise
in the bosom of the gazer, unless he be one who is unfit for the society of a pure
woman.”"

As the passage above suggests, the Greek Slave not only idealized western
concepts of gender and domestic life, it also encouraged proper domestic behavior among
its viewers. A reporter for the New York Courier and Enquirer noted,

It is extremely interesting to watch the effect which the statue has upon all who

come before it. Its presence is a magic circle within whose precincts all are held

spell-bound and almost speechless. The grey-headed man, the youth, the matron,
and the maid alike, yield themselves to the magic of its power, and gaze upon it in
reverential admiration, and so pure an atmosphere breathes round it, that the eye
of man beams only with reverent delight, and the cheek of woman glows with the
fullness of emotion."'

According to this and other accounts, the Slave created a quasi-religious space around

itself, subduing its audience and evoking gendered, highly emotional responses which

? Barbara Welter, “The Cult of True Womanhood: 1820-1860,” American Quarterly 18,
no.1 (1966): 151-174. In the last thirty years, a number of scholars have questioned the
degree to which women actually conformed to the ideal Welter described; however, it is
precisely because there was no consensus about women’s nature and proper role that the
ideal of “true womanhood” was a powerful cultural tool—it presented the viewpoint of
the white bourgeois elite as natural and universal.

"9 “The Genius and Sculptures of Powers,” The American Whig Review 2 (August 1845):
202.

M «powers’ Greek Slave,” The Courier and Enquirer (New York), 31 August 1847,
quoted in Powers’ Statue of the Greek Slave. Powers and his promoters used such
descriptions of viewer behavior to fend off any possible accusation of lewdness;
however, such reports were too widespread to have been fabricated.
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were more closely associated with the sacred precincts of church and home than with the
impersonal, public arena of the exhibition hall.

The assembled wedding guests in Corcoran’s gallery might well have found the
sculpture’s spectacle of exposed (and commercially available) female flesh erotic—an
eroticism that was surely heightened by its proximity to the blushing young bride;
however, unless women responded with sympathetic modesty and men with flawless
gallantry they risked identifying themselves with the barbarous Turks in the slave’s
fictional audience.'” Nor was their attitude toward the sculpture merely affected. The
Greek Slave’s embedded, sentimental narrative of ruptured domestic bonds addressed the
separation from natal home and family that was a pressing anxiety for young women and
their parents at this time—an anxiety that would have been particularly acute during a
wedding. Furthermore, the statue’s vulnerable female subject evoked sympathetic and
protective responses. Even in the more neutral setting of a public exhibition hall, viewers

sometimes imagined themselves as the slave’s lost lover or mother, or as the slave herself

'2 At least one author explicitly attributed a (fictional) young woman’s failure to show
reverence for the Greek Slave to a lack of proper religious and domestic education. See
Mrs. H. C. Gardner, “The [lI-Bred Girl,” The Ladies’ Repository 15 ( April, 1855): 205-
206. Significantly, the figure itself modeled the bodily and emotional self-control that
was an essential component of genteel behavior. Writing for Godey’s in 1853, Mrs.
Merrifield recommended that every young lady desirous of making a good impression in
society have a small copy of the Greek Slave on her dressing table. “Dress as a Fine Art,”
Godey’s Lady’s Book 47 (1853): 20. The relationship between the Greek Slave’s pose and
the genteel deportment recommended by nineteenth-century writers on etiquette has been
noted by Wendy Jean Katz, Regionalism and Reform: Art and Class Formation in
Antebellum Cincinnati (Columbus: The Ohio State University Press, 2004), 164-65.
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longing for her lost family."> Regardless of the viewpoint they chose, the anguish of
broken familial bonds was a persistent strain in viewers’ thoughts.

Joy Kasson has rightly noted that the Greek Slave tapped into a profound cultural
anxiety about the safety and integrity of the domestic sphere.'* In fact, viewers conflated
the slave’s body with the fraught barrier between the private and public realms,
contrasting the corruption, exposure, and ruin that oppressed her from without with the
comfort, faith and love sheltered within her heart.'® The drama of Powers’ narrative came
from the threat that her body—her last domestic barrier—might be violated; however, the
sculpture allayed these fears even as it raised them. The contrast between its seeming
softness and pliancy and its actual material—hard, cold marble—reassured viewers that
the chaste female body was, like the Christian home, a fortress besieged but unyielding.
One contemporary viewer wrote, “In the Bazaar, as on the pedestal, she stands a statue,”
implying that the subject herself has chosen to be like stone.'®

As the Corcoran wedding attests, ideal sculptures in private homes were more

than just decorative props. They were active players in domestic rituals and “presiding

3 One viewer imagined herself as the slave’s mother, confronting a vision of her child,
“naked, forlorn, gazed at by pitiless eyes—a thing of scorn!” “Powers’ Greek Slave,”
Putnam’s Monthly, 4 (December 1854): 666. Of course, the sculpture also invited another
imaginative viewpoint—that of a Turk, but this was never publicly acknowledged.

14 Kasson, Marble Queens and Captives, 65.

" In her celebrated poem about Powers’ sculpture, Elizabeth Barrett Browning located
the figure in the liminal space between the interior and the exterior of a metaphorical
house. “They say that ideal beauty cannot enter/ The house of anguish. On the threshold
stands/ an alien image, with enshackled hands, called the Greek Slave!” Browning,
“Hiram Powers’ ‘Greek Slave,”” The International Magazine of Literature, Science, and
Art 2 (1 December 1850): 88. This poem was first printed in the 26 October 1850 issue of
Charles Dickens’ journal Household Words.

16 «“Sketches of Italy,” Arthur’s Ladies’ Magazine 1 (January 1845): 64.
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divinities” over domestic life. Idealizing western concepts of gender and domesticity,
modeling genteel behavior, evoking reverence, allaying anxiety and, at the same time,
confirming Mr. Corcoran’s taste and wealth, The Greek Slave was a perfect ornament for
a domestic wedding altar. In this dissertation, I will explore the role ideal sculpture
played in sacralizing and sentimentalizing the nineteenth-century American home, and in
constructing concepts of family, nationality, gender, race and class that were fundamental
to individuals’ understandings, and public presentations, of themselves.

I have taken my definition of “ideal sculpture” from Joy Kasson, who described
these works as “three-dimensional, figurative works, usually marble, life-sized or slightly
smaller, portraying (usually female) subjects drawn from literature, history, the Bible or
mythology.”!” Such statues truly led a double life. They were displayed, often to large
audiences, at exhibitions and in sculptors’ studios, and published sources generally
describe them in these settings; however, the vast majority of ideal sculptures produced
during the nineteenth century were destined for the domestic sphere, leading the
American art critic James Jackson Jarves to refer to them derisively in his 1869 book Art
Thoughts as, “ordinary parlor statues, Eves, Greek Slaves, Judiths and the like.”'®

Ideal sculptures were also sentimental objects. By this I mean that they

communicated through a system of signs designed to convey strong emotions and evoke

"Kasson, Marble Queens and Captives, 24-25.

'8 James Jackson Jarves, Art Thoughts, the Experience and Observation of an American
Amateur in Europe (New York: Hurd & Houghton; Cambridge: Riverside Press, 1869),
305.



a sympathetic response in the viewer."” Although sentimentalism was by no means
confined to the domestic sphere, it played a crucial role in the construction of nineteenth-
century domesticity. It was largely through sentimental rhetoric that the home was
defined as a “separate sphere,” characterized by sympathetic emotional bonds and
opposed to the heartless, outside world of impersonal market relations.*’ Through both
their melodramatic narratives of love and loss and the sympathetic responses they
evoked, ideal sculptures contributed to this sentimental construction of the home.

The decades of the 1840s through the 1880s form the parameters of my study.
Although the American sculptor Horatio Greenough (1805-1852) was modeling ideal
figures in Florence as early as the late 1820s, it was during the 1840s, when wealthy
Americans began routinely traveling to Europe, that the market for ideal sculpture in the
United States first flourished. Despite a widespread misconception that the style waned
rapidly after the Civil War, sculptors’ records show that ideal works continued to sell

briskly during the two decades that followed.*' In fact, ideal sculpture continued to be

¥ See June Howard, “What is Sentimentality?” American Literary History 11 (1999): 63-
81. Kirsten Pai Buick explored the relationship between ideal sculpture and sentimental
culture in “The Sentimental Education of Mary Edmonia Lewis: Identity, Culture and
Ideal Works,” Ph.D. dissertation, University of Michigan, 1999.

%% Recently, many scholars have questioned the utility of the model of “separate spheres”
as an analytical tool for studying nineteenth-century culture. Rather than presenting the
separate, domestic sphere as a social reality, I intend to show that it was a rhetorical
construct that masked the interrelated nature of public and private life. See Cathy N.
Davidson and Jessamyn Hatcher, eds., No More Separate Spheres! (Durham and London:
Duke University Press, 2002).

*! See for instance Randolph Rogers’ record book, summarized in Millard F. Rogers,
Randolph Rogers: American Sculptor in Rome (Amherst: University of Massachusetts
Press, 1971); Typescript of Chauncey Bradley Ives’ commissions in the curatorial files of
the Department of American Art, Metropolitan Museum of Art; Wunder, Hiram Powers:

Vermont Sculptor, 1805-1873, vol.2. The reasons for ideal sculpture’s enduring
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bought for domestic interiors until nearly the turn of the century; however, it was in the
middle decades of the nineteenth century, when these statues combined the “aura” of rare
and precious art objects with the still vital ideology of sentimental domesticity, that they
wielded their greatest cultural power.”

By the end of the nineteenth century, most critics dismissed ideal sculpture as
formulaic, derivative, and feminine. Early twentieth-century critics and historians of
sculpture in the United States continued to use these works as foils against which new
styles could be constructed as serious, original, and masculine.” The resulting stigma had
real and devastating effects. Many ideal sculptures were neglected, abandoned and lost.
Works that had found their way into museum collections were de-accessioned or
relegated to dusty (or wet) storage spaces. Statues in private hands were often used as
garden ornaments.

In the late 1960s, the resurgence of interest in nineteenth-century American art

sparked a reappraisal of ideal sculpture. For the last thirty-five years, scholars have

popularity aren’t hard to discern. After the Civil War, there were many newly rich
Americans eager to establish their cultural credentials in the proven ways established by
their predecessors. Furthermore, by the late 1860s, innovations in steam travel had made
the journey to and from Italy easier, safer, and less expensive.

> Walter Benjamin coined the term “aura” to describe the power of the unique or rare
object. Benjamin, “The Work of Art in the Age of Mechanical Reproduction,” in Hannah
Arendt, ed. llluminations (Glasgow: Fontana, 1973): 217-251. As ideal sculpture became
less rare in American homes, its status and power declined.

>3 See for instance Cyrus Edwin Dallin, “American Sculpture—TIts Present Aspects and
Tendencies,” Brush and Pencil 11, 10.6 (1903): 416-429; Charles Henry Caffin,
American Masters of Sculpture (Garden City; New York: Doubleday, Page & Company,
1913), v; J. Walker McSpadden, Famous Sculptors of America (New York: Dodd, Mead
& Co., 1924), ii-vii; Loredo Taft, The History of American Sculpture (New York: The
Macmillan Company, 1903). Although Taft devoted two thirds of this book to sculptors
who worked before 1876, he nevertheless described this period as “a season of

mediocrity.”
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worked to recover the history of the genre. Painstakingly, they have pieced together the
careers of individual sculptors and identified their works, producing a steady stream of
monographs, collection catalogs and essays. Sale prices have risen steadily in response to
this renewed interest, and ideal statues have emerged from decades of obscurity to be
conserved, identified, described, and installed in museums and public galleries.

By 1990, a sufficient body of knowledge about American ideal sculpture existed
for Joy Kasson to describe some of the most popular themes of these works and link them
to broader cultural trends. In particular, she explored the ways in which ideal sculptures
embodied anxieties about women’s shifting roles. Yet, because she was still working to
redeem these works of art from past criticisms, Kasson consistently privileged their
public display and reception. While she acknowledged that private homes were the
ultimate destination of most ideal statues, she argued that their role within these settings
was essentially decorative and that their important cultural work was done elsewhere.**
By dismissing the crucial relationship between ideal sculptures and the domestic context
for which they were created, she failed to recognize some of their richest meanings and
most important functions.

Kasson made a similar oversight in her discussion of patronage by distinguishing
between public-minded “benefactors,” who supported their protégés’ careers, and mere
“buyers,” who purchased one or two ideal sculptures for their homes.” Despite Kasson’s
contention that benefactors were more important than buyers, the latter group far

outnumbered the former. Benefactors were crucial in establishing sculptors in their trade

** Kasson, Marble Queens and Captives, 23-25.
*Ibid., 12-18.
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but buyers kept them in business. Furthermore, unlike benefactors, who were almost
invariably men, many buyers were women. By underestimating the importance of buyers,
Kasson overlooked the significant impact women had on the styles and subjects sculptors
chose for their work. My dissertation is, in part, a corrective to Kasson’s brilliant but too-
narrow vision of the cultural work ideal sculpture performed. It is also a response to more
recent studies, in particular those by David Dearinger, Anne McNair Bolin and Wendy
Jean Katz.

In addition to compiling an invaluable list of nineteenth-century owners of ideal
sculpture, Dearinger illuminated, more subtly and thoroughly than had Kasson, the
symbiotic relationship between American sculptors and their patrons.*® Yet, like Kasson,
he made a distinction between “patrons” (whom he defined as active, public-minded
supporters of sculptors’ careers) and mere buyers. His study is of the former group. My
dissertation, on the other hand, is concerned primarily with buyers—men and women
who purchased one or more ideal sculptures for their houses, usually during a single trip
to Italy, and who were motivated more by private concerns than by a desire to advance
the cause of art in the United States. In many ways, these buyers resembled middle-class
consumers of sculptural reproductions in mediums such as plaster or parian, making it
possible for me to draw connections between ideal sculpture and a broad nineteenth-

century culture of sentimental domesticity.*’

*® David Dearinger, “American Neoclassic Sculptors and their Private Patrons in
Boston,” Ph.D. dissertation, City University of New York, 1993.

*7 See Michelle Bogart, “Attitudes Toward Sculptural Reproduction in America, 1850-
1880,” Ph.D. dissertation, The University of Chicago, 1979.
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In her dissertation, Bolin acknowledged the similarity between middle- and
upper-class consumers of household art.*® In both middle and upper-class homes, she
argued, artworks were parts of a larger whole—the domestic interior—which functioned
as a text. Citing a wealth of nineteenth-century prescriptive literature as evidence, she
interpreted this text as primarily moralizing and didactic. The home, she argued, was
conceived as a school where proper feelings and moral ideas were learned, and its
embellishments served to further this end. I agree with Bolin that the domestic interior
can be usefully viewed as a text and that one of its functions was educational; however, |
contend that domestic interiors functioned in far more complex ways than either Bolin or
nineteenth-century men and women themselves acknowledged. In particular, the
domestic interior and the artworks it contained were tightly bound to the creation of
identity.” By the nineteenth century, individual identity had become both fluid and
elusive. This created a general longing to be known, loved and appreciated—a longing
that gave rise to the cult of domesticity. The unfixed nature of identity also created an
unprecedented opportunity for self-fashioning. By elaborating their domestic interiors,
middle and upper-class men and women created a context in which their identities could
be read and understood in a stable, positive way.

In her recent chapter on Hiram Powers’ ideal sculpture in Cincinnati, Wendy Katz

touched on the question of how these artworks functioned for their owners. Katz noted

2% Anne McNair Bolin, “Art and Domestic Culture: the Residential Art Gallery in New
York City, 1850-1870,” Ph.D. dissertation, Emory University, 2000.

** The relationship between nineteenth-century domestic ideology, personal possessions
and individualism has been explored by Gillian Brown in Domestic Individualism:
Imagining Self in Nineteenth-Century America (Los Angeles: University of California
Press, 1990).
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that Powers’ ideal busts, including Proserpine, Ginevra and the bust version of the Greek
Slave (all of which link the themes of marriage and captivity) were frequently given as
gifts to young married women. She argued that, as part of a system of domestic exchange,
they served to strengthen social and familial bonds. She further contended that, by virtue
of their display in private homes, they acted as stand-ins for the women who “arranged
the moral order of the home,” modeling the restraint and polite submission to others
required of genteel women.’® My research has confirmed that ideal sculptures (full-scale
statues as well as busts) were indeed exchanged as gifts, sometimes just before or after a
wedding.’' Not only did these gifts cement social ties and model correct feminine
behavior, they reinforced a sentimental construction of the home by poignantly evoking
the loving bonds between family members. Thus, when Martha Peabody’s parents gave
her a portrait bust of herself in the guise of Proserpine on the eve of her wedding, they
expressed their feelings of loss as she left their home for her husband’s.** By displaying

this bust in their home, both Martha and her husband expressed their reverence for the

3% Katz, Regionalism and Reform, 169-171.

> Married sons and daughters, particularly those who visited Italy on their wedding trip,
also purchased ideal sculpture for their parents. For example, Potter and Bertha Palmer
purchased a copy of Randolph Rogers’ sculpture Nydia, the Blind Flower Girl of Pompeii
for Bertha’s mother on their wedding trip to Rome in 1871. The sculpture was
prominently displayed at the wedding of Bertha’s younger sister three years later. See
Mary Simmerson Cunningham Logan, Reminiscences of a Soldier’s Wife: An
Autobiography (New York: Charles Scribner’s Sons, 1913), 375.

32 Proserpine, the daughter of the Roman earth goddess Ceres, was abducted and seduced
by Pluto. As will be discussed at greater length in Chapter 2, nineteenth-century
interpretations of the myth of Proserpine stressed both her anguished separation from her
mother, and her growing love for her husband, Pluto.
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emotional ties between parents and children, husbands and wives that formed the core of
domestic ideology.*”

I hope to show that only when ideal sculpture is considered in its original
domestic context can its eloquence and complexity, and its popularity in its own day, be
fully understood.* My work has been informed by studies of consumption and material
culture, sentimental fiction and cultural biography. From studies of consumption and
material culture, I have taken the task of exploring the “various, complex, and
occasionally contradictory” cultural work that ideal sculpture performed within the

domestic sphere, in particular its role in creating identity.”® From studies of sentimental

33 The literature scholar Joanne Dobson has written that, “The principal theme of the
sentimental text is the desire for bonding, and it is affiliation on the plane of emotion,
sympathy, nurturance or similar moral or spiritual inclination for which sentimental
writers and readers yearn. Violation, actual or threatened, of the affectional bond
generates the primary tension in the sentimental text and leads to bleak, dispirited,
anguished, sometimes outraged, representations of human loss, as well as idealized
portrayals of human connection or divine consolation.” Dobson, “Reclaiming
Sentimental Literature,” American Literature 69 (June 1997): 266-67.

**In 1973, William H. Gerdts argued that ideal sculptures should be judged on how
successfully they met the criteria of their own time. See Gerdts, American Neo-Classical
Sculpture: The Marble Resurrection (New York: Viking Press, 1973), 51.

%% Kenneth L. Ames, Death in the Dining Room and Other Tales of Victorian Culture
(Philadelphia: Temple University Press, 1992), 1-2. See also, Thad Logan, The Victorian
Parlour (Cambridge: Cambridge University Press, 2001); Lori Merish, Sentimental
Materialism: Gender, Commodity Culture, and Nineteenth-Century American Literature
(Durham and London: Duke University Press, 2000); Simon J. Bronner, ed., Consuming
Visions: Accumulation and Display of Goods in America, 1880-1920 (Winterthur,
Delaware: Henry Francis Du Pont Winterthur Museum, 1989); Grant McCracken,
Culture and Consumption: New Approaches to the Symbolic Character of Consumer
Goods and Activities (Bloomington: Indiana University Press, 1988); Colin Campbell
The Romantic Ethic and the Spirit of Modern Consumerism (Oxford: Basil Blackwell,
1987); Daniel Miller, Material Culture and Mass Consumption (Oxford: Basil Blackwell,
1987); Mary Douglas and Baron Isherwood, The World of Goods: Towards an
Anthropology of Consumption (New York: Basic Books, 1979).
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fiction, I have taken my view of ideal sculptures as sentimental objects that conveyed
strong emotions, evoked sympathetic responses, and contributed to an idealized vision of
American home life—one that had repercussions far beyond the supposed limits of the
domestic sphere.*® Drawing on the methodology of cultural biography, I have isolated
moments in the “lives” of these sculptures, and suggested how their placement and
framing within domestic interiors encouraged particular interpretations among specific
communities of viewers.>’

Rather than attempting to write a comprehensive study of how ideal sculpture was
displayed in American interiors during the middle decades of the nineteenth century, I
have chosen to present six in-depth and broadly representative case studies that will

suggest some of the cultural work these artworks performed in their domestic settings. I

% Howard, “What is Sentimentality?”” 63. For the pervasiveness of sentimental, domestic
culture in the nineteenth century, see Ann Douglas, The Feminization of American
Culture (New York: Alfred A. Knopf, 1977); Nancy F. Cott, The Bonds of Womanhood:
“Woman’s Sphere” in New England, 1780-1835 (New Haven: Yale University Press,
1977); and Karen Halttunen, Confidence Men and Painted Women: A Study of Middle-
Class Culture in America, 1830-1870 (New Haven: Yale University Press, 1982).
Beginning with Anne Douglas, literary critics have debated the meaning and function of
“sentiment” in nineteenth-century culture. These debates have centered around what
Laura Wexler has termed the “Douglas-Tompkins Debate.” Whereas Anne Douglas saw
sentimentalism as a degradation of American literature, Jane Tompkins argued that it
provided women with a political voice opposed to the market-oriented culture of the
public sphere and allowed them to sympathize with other women across racial and class
divides. More recently, scholars like Shirley Samuels and June Howard have moved
beyond this debate and have instead defined sentimentalism as a rhetorical form which
evokes emotions, particularly sympathy, and which can be used to support a range of
political ends. See Jane Tompkins, Sensational Designs: The Cultural Work of America
Fiction, 1790-1860 (New York and Oxford: Oxford University Press, 1985); Laura
Wexler, “Literary Eavesdropping, Domestic Fiction and Educational Reform,” in Shirley
Samuels, ed. The Culture of Sentiment: Race, Gender and Sentimentality in Nineteenth-
Century American Culture (New York and Oxford: Oxford University Press, 1992), 9-38;
Shirley Samuels, “Introduction,” The Culture of Sentiment, 3-8.

3" Richard H. Davis, Lives of Indian Images (Princeton, New Jersey: Princeton University

Press,1997).
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have made no attempt to discuss every American sculptor of ideal work or every region
where it was displayed. To convey a sense of how ideal sculpture gained and eventually
lost popularity in the United States, and to demonstrate how sculptors and owners
adapted these works to support evolving ideas about the self in relation to the domestic
sphere, I have divided my chapters into three thematic sections arranged in rough
chronological order.

In my first section, “Domesticating the Ideal, Idealizing the Domestic,” I will
discuss the impact European neo-classical sculpture had on American taste, suggest how
its placement in domestic interiors inflected its meaning, and explore how later American
ideal sculpture, which was created specifically for domestic display, functioned for its
audience. My first chapter deals with Richard Kip and Sarah Rogers Haight’s copy of
Antonio Canova’s Three Graces, as it appears in a portrait of the early 1840s portraying
the Haight family in the library of their gothic revival summer cottage. Rather than
displaying their sculpture in a pastoral or classicizing setting (such as the two original
versions in Europe occupied), the Haights installed it in an intimate, domestic space. The
anonymous painter of their family portrait played on the sculpture’s effect in this setting,
making it the centerpiece of his painting and using it to emphasize the loving, familial
bonds between his subjects.

Next, I will discuss Hiram Powers’ ideal bust Proserpine in the parlor of Horace
Greeley’s New York brownstone. A biographer who described the parlor in 1854 singled
the bust out from the mass of other artworks on display, using it to support his
complimentary picture of Greeley as a thoroughly domestic man. With this example in

mind, I will explore the ways in which ideal sculptures constructed male as well as
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female, public as well as private identity in sentimental and domestic terms. I will also
illuminate the qualities that made Proserpine the most widely reproduced of all
nineteenth-century American ideal sculptures, contrasting it with the similarly themed,
similarly lauded, but much less commercially successful sculpture White Captive by
Erastus Dow Palmer.

In my second section, “Creating an Ideal Self,” I will examine two collections of
ideal sculpture installed in opulent domestic interiors just after the Civil War, the first
purchased by the Tennessee widow and plantation owner Adelicia Acklen and the second
by the Connecticut railroad magnate and financier LeGrand Lockwood. Although the two
collections were acquired at roughly the same time and contained works by many of the
same sculptors, they were used to create very different, highly gendered expressions of
identity. When her husband died during the war, Acklen left her home in the hands of
occupying Union troops. Risking her reputation as a genteel, Southern lady, she traveled
to Louisiana where she struck bargains with both Union and Confederate officers and
took charge of her family’s extensive cotton plantations. Seeking to re-domesticate her
home and herself in the wake of the war, Acklen redecorated her Tennessee house with
ideal sculptures that emphasized her identity as a dutiful wife, mother and Christian.

Lockwood, on the other hand, used his sculpture collection to express his power
as an imperialist in benign, domestic terms. Having made a fortune during the Civil War
trading U.S. bonds, Lockwood turned his attention in 1865 to investments in railroads
and steamships. In the brief period between the end of the war and the sudden loss of his
fortune in 1869, Lockwood’s wealth and power expanded with the rapidly expanding

nation. He filled his vast, second empire mansion with a collection of paintings, statues
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and even furniture that celebrated the principle of manifest destiny. In his entrance hall,
flanking the entrance to his art gallery, were two ideal figures modeled by Joseph
Mozier—Pocahontas and The Wept of Wish-ton-Wish. These sculptures, which depict an
Indian maiden discovering Christianity and a captive white woman remembering her
long-lost mother, framed the nation’s westward expansion as a project of benign
domestication and constructed Lockwood himself as a patriarch and missionary rather
than a conqueror.

In my third section, “Looking and Longing,” I will examine two ideal sculptures
by Randolph Rogers in two aesthetic interiors of the 1870s—Clara and Bloomfield
Moore’s Nydia, the Blind Flower Girl of Pompeii as it appeared in the entrance hall of
their Philadelphia townhouse, and Jennie McGraw Fiske’s Merope, the Lost Pleaid in the
art gallery of her palatial villa outside Ithaca, New York. Although the rage for aesthetic
interior décor has been viewed as the death knell of ideal sculpture, a rich body of
photographic and written evidence suggests otherwise. Ideal sculptures continued to be
displayed in even the most “artistic” interiors of the 1870s and ‘80s; however, the more
dramatic, baroque compositions that had become popular during the Civil War struck
dissonant notes within the harmoniously arranged, aesthetic interiors that housed them.
These sculptures by Rogers, both of which depict anxious women straining to see, gave
physical expression to some of the anxieties and longings that permeated the domestic

sphere during the transitional decade of the 1870s.
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SECTION I

DOMESTICATING THE IDEAL/ IDEALIZING THE DOMESTIC
In 1990,Joy Kasson defined nineteenth-century, Ghree-dimensond, figurative works,
usudly marble, life-sized or dightly smaller, portraying (usudly female) subjects drawn
from literature, history, the Bible or mythologyQGes Gdeal Osculptures.® In doing so, she
abandonel the anachronistic, overly narrow term Gheodassical,Ocoined by earlier art
historians, and returned to the word tha nineteenth-century men and women themselves
had used to describe such works.

The common, ningeenth-century undestanding of wha condituted theldedl in
art stemmed from eighteenth-century theories, in particular those putforward by the
German classicist and art historian Johann Joachim Windkelmann. Winckelmann
certainly did notinvent the concept of idedl art; however, he popubrized a paticular
definition of it that resonaed with his mid-eighteenth-century audience, and continued to
influence popukbr opinionsaboutthe prope appearance and fundion of sculpture for
more than onehundeed years. In two publications his Reflections on the Imitation of
Greek Art in Painting and Sculpture of 1756and his History of Ancient Art of 1764,
Winckelmann described idedl art as general and imaginaive rather than specific and redl,
based on Greek modds, and filled with Qhoble simplicityOand Gzalm grandeur.OHe also

described the elevating and ennobing effects such works produced on theviewer.?

! Kasson, Marble Queens and Captives, 24-25,

* 1. J. Winckelmann, Gedanken iiber die Nachahmung der griechischen Werke in der
Malery und Bilderhauerkunst (Dresden and Leipzig: Waltherische Handlung, 1759; J. J.
Winckelmann, Geschichte der Kunst des Altertums (Dresden, 1764;ed. W. Senff,
Weimar, 1964) L. D. Ettlinger, “Winckelmann,” in The Age of Neo-Classicism, exh. cat.
(London, The Arts Council of Great Britain, 1972), XXX-XXX1v.
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Winckelmann®ideas were echoed by British academicians induding Sir Joshua
Reynoldsand John Flaxman, and other European artists and intellectuds induding the
German painter Anton Raphael Mengs(17281779. Theaffluent, intellectud Americans
tha David Dearinge described in his dissertation, GAmerican Neodassic Sculptors and
ther Private paronsin BostonOknew of Winckelmann, Reynolds, Flaxman and Mengs®
Ther undestanding of ideal sculpture, and thar philanthropic suppot of Americanswho
madeit, was based onther bdief that ideal art would ennoble American audiences and
enhance civic virtuein the public sphee* They commissioned ideal sculptures with
exhibitionsin mind, and often had them permanently ingalled in publc settingssuch as
theBogon Public Library and the Bogon Athenaeum. The Harvard-educated theologan
and politician Edward Everett, atireless suppoter of ideal sculpturein thepulic sphee,
was ingrumental in gaining for Horatio Greenoughthefedera commission to produe a
monurmental ideal sculpture of George Washington for the United States Capitol building.

Despite such efforts, however, public commissionsfor ideda sculptureinthe
United States remained few and far between. Themajority of Americansin themiddle
decades of the nineteenth century had no direct knowledgeof Winckelmann@theories,

and could make little sense of Greenough®portrayal of Washington in theguise of a

* Dearinger, American Neodassic Sculptors and their Private Patronsin Bogon.Oln
1820,Edward Everett could write tha, by the beginning of the nineteenth century, Orhe
chefs-d®@euvres of antiquity, restored to ther proper estimation by Mengsand
Winckelmann began to purify thepublic tasteEO Everett, GCanovaand his Works,OThe
North American Review 10 (April 1820} 372.

* See Neil Harris, The Artist in American Society: The Formative Years 1790-1860 (New
York: Clarion, 1966), 170-216.
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heroic, nudeZeus® Mog people who had the oppatunity to purchase an ideal marble
bug or statue wanted an object suitable for their homesN spaces that, by themiddle of the
century, had been sentimentalized and coded as feminine For Wincklemann, whose
conaept of theideal was primarily masculine and heroic, the Apollo Belvedere was the
epitome of an ideal sculpture. By contrast, most Americansshopping for home dZcor in
the 1830sand @0spreferred the graceful female figures of Canova They wereless
interested in the struggles of masculine deties and heroic men than in thequiet joysand
stoic sufferingsof sweet-tempered women; and after al, when displayed in libraries,
palors and front hdls, these figures resembled the Qrue womenOfrom whomiN according
to the pervasive rhetoric of Geparate sphaestN both public and private virtue flowed.
Writing of ideal sculpturein Victorian Britain, Martin Greenwood has observed
thd, as paronage shifted from the aristocratic elite into the handsof the affluent
boumgenisie, thethemes and styles chosen by sculptors changed. They supplemented
subjects drawn from Greek and Roman mythology with subjects based on popubr
literature and the bibleN texts that were accessible to a broader audience. They also
concentrated on smaller works and single figures, which could be displayed in relatively
modest domestic settings Theterm Odeal sculpture, OGreenwood arguad, came to signify

any sculpture that was neither aportrait nor an ecclesiastical work.® In the United States,

> Vivien Green Fryd, Art and Empire: The Politics of Ethnicity in the United States
Capitol, 1815-1860 (New Haven and London: Yale University Press, 1992), 62-87. For
instance, Philip Hone, the Mayor of New York, reacted to the sculpture with
bewilderment. “Washington was too prudent and careful of his health to expose himself
thus in a climate so uncertain as ours,” he declared, “to say nothing of the indecency of
such an exposure.” Quoted in ibid., 76.

® Martin Greenwood, “Victorian Ideal Sculpture, 1830-1880,” Ph.D. dissertation,

Courtauld Institute of Art, University of London, 1998, 21-22.
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apaalld shift occurred. By the middle of the nineteenth century, American artists were
produdngideal sculptures ailmog exclusvely for domestic display. Asaresult, the
Qdeal sOthese sculptures communicated were, almost always, domestic idealsN thét is,
they reiterated and actively contributed to the pervasive, sentimental image of the
Nineteenth-century American home.

No single American sculptor was more influential in effecting this changethan
Hiram Powers. Dondd Reynolds has argued that Powers combined the Odesl Owith the
(GeaOin his sculptures to please his American audience.” More accurately, he
domesticated theideal N redefining the concept to make it suit the needs of his audience.
He never modded a heroic male nude He never bothered with arecumbent figure or a
sculptural group.He knew where his sculptures were goingN into the parlors of affluent
American homesN and he made sure that they woud fit those spaces, both physcally and
thematically. His marble women celebrated the Gamily valuesOof the mid-nineteenth

century: self-restraint, modesty, deference, compassion, filial love, and Christian faith.

" Donald Reynolds, “The ‘Unveiled Soul’: Hiram Powers’s Embodiment of the Ideal,”

Art Bulletin 59 (September 1977): 394-414.
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CHAPTER 2 N

RICHARD KIP AND SARAH ROGERSHAIGHTGS

COPY OF ANTONIO CANOVAG THREE GRACES
Around 1842, Richard Kip Haight, a prosperous New York merchant, and his wife, Sarah
Rogers Haight, commissioned a small portrait of themselves and their four children in a
tastefully furnished room, probably the library of their country house (fig.2). There, they
are surrounded by their treasured possessions: Richard Haight’s books and his collection
of modern Wedgewood and ancient Greek vases, the Gobelin tapestry-covered chairs
Sarah Haight purchased in France, and a large, marble copy of Antonio Canova’s
celebrated sculpture The Three Graces.' The globe in the lower left corner of the painting
and the map of Asia spread out on the table allude to Richard Haight’s profession as an
importer, and also to the family’s extensive travels. The Haights’ beautiful possessions

are trophies of the lengthy voyage through Turkey, Egypt, the Middle East and Europe

" Although no catalogue of the Haights’ estate sale (conducted by Edward Schenck in
New York City, 19-21 October 1860) is currently known to exist, information about the
family’s household possessions can be gleaned from a range of sources, including:
Richard Randolph, “Sundry Memos of R. Randolph, Esq.,” 1835-37, ms., Downs
Collection of Manuscripts and Printed Ephemera, Winterthur Library, Winterthur,
Delaware (Randolph accompanied the Haights on their 1835-38 trip); Benjamin Blake
Minor, “A Sketch of the Progress of Archaeological Science in America,” Southern
Literary Messenger 11 (July 1845): 426; Last Will and Testament of Richard K. Haight,
9 October 1858, ms, Office of Probate Records, Surrogate Court of New York County,
New York, New York; “New York Historical Society,” New York Times, 8 February
1860: 1; “Mr. Haight’s Donation to the Historical Society,” New York Times, 9 February
1860: 2; “The Historical Society,” New York Times, 7 March 1860: 8; “Domestic Art
Gossip,” The Crayon, 7 (August 1860): 231-33; “Auction Sales” New York Times, 10
October 1860: 7; “Sale of Fashionable Furniture,” New York Tribune, 19 October 1860:
8; “General City News,” New York Times, 20 October 1860: 8; “The Fifth Avenue
Auction Sale,” New York Times, 20 October 1860: 8; “General City News,” New York
Times, 22 October 1860: 8; “New York Historical Society—Nov. 6, 1860,” The
Historical Magazine, 5 (January 1861): 12; Curtis Runnels, “Eureka in a Box,” Bostonia,
6 (Winter 2003): 1.
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that they had taken in the late 1830s.> They are also educational tools. So pervasive is the
didactic theme of the Haights’ portrait that every member of the family, from the
patriarch to the baby, interacts with an object of instruction. The Three Graces, which
occupies a central position in the room and in the portrait, also serves a didactic function.
Nineteenth-century men and women believed that sculpture in the home exerted a
powerful moral and intellectual influence. Beautiful statues elevated the mind by teaching
aesthetic appreciation and personal grace. Beyond this, however, they also encouraged
sensibility—the exquisite, empathetic responses to others’ feelings that make deep

emotional ties between human beings possible.’ As the presiding divinities of the Haight

* The Haights’ first Grand Tour is partially documented in Randolph, “Sundry Memos of
R. Randolph, Esq.,” and in a series of letters, which Sarah Haight wrote and later
published. Her letters from her first year in Europe (1835-1836) were published serially
in The New-York American and later gathered together by a descendent as “The Travels
of Sarah R. Haight Through Switzerland, Austrio-Hungary, Bohemia, Bavaria, Prussia,
Holland, Denmark, Norway, Sweden and Russia,” ts., Research Division, New York
Public Library. Her letters from Egypt, Turkey and the Middle East were published as
Letters from the Old World by a Lady of New York, 2 vols. (New York: Harper & Bros.,
1840). Unfortunately, she did not publish any letters from the last leg of her journey
through Italy, France and England in 1839. Because Sarah Haight used the nondescript
pseudonym “A Lady of New York,” a slightly later account of European travel by
another author, Over the Ocean, by a Lady of New York (New York: Paine & Burgess,
1846), might be incorrectly attributed to her; however, the timing of the journey
described in this volume, the events recounted, and the style in which it is written all
make it clear that Mrs. Haight was not the author.

* Michelle Helene Bogart briefly discussed these functions of sculpture in the home in
“Attitude Towards Sculpture Reproductions in America 1850-1880,” 68-70. Bogart cites
a wealth of primary sources in support of her claims, including “Art and Its Future
Prospects in the United States,” Godey’s Lady’s Book 46 (March 1853): 217-221; Frank
Leslie’s Illlustrated Weekly Newspaper (25 October 1856): 308; Andrew Jackson
Downing, The Architecture of Country Houses (New York: D. Appleton & Company,
1853), 332; Benjamin Silliman and C. R. Goodrich, The World of Science, Art and
Industry Illustrated from Examples in the New York Crystal Palace (New York: Putnam
and Co., 1854), 29; Christopher Crowfield [Harriet Beecher Stowe], House and Home
Papers (Boston: Tichnor and Fields, 1867), 56.
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family altar, the Graces demonstrate the virtues of sensibility by tenderly embracing one
another. At the same time, their filial embrace symbolizes the loving bonds between the
Haights themselves, and the domestic atmosphere of their home.

The Haight family portrait is intimate in scale as well as in content. Executed in
gouache on paper, it measures only 20 x 15 inches but was probably slightly larger at one
time. Abrupt cropping of objects by the picture edge was not a pictorial device commonly
employed by European or American artists before the last quarter of the nineteenth
century. The globe and the arched doorway to the conservatory on the left and the chair
and second framed portrait on the wall at right were probably wholly visible in the
original composition. The top and bottom margins also appear to have been cropped,
trimming off the top of the niche in which The Three Graces stands, and grazing the chair
legs and Sarah Haight’s skirt in the foreground. The portrait was probably cut down fairly
early in its existence to fit the ornate, gilded, mid-nineteenth-century, Italian frame in
which it is currently displayed (fig.3).* Both it and the frame passed down through the
oldest Haight daughter’s family until 1974, when the painting was given to the Museum
of the City of New York.

Shortly after the Museum acquired the unsigned painting, it was attributed to the
Italian-American painter Nicolino Calyo (1799-1884). This attribution is convincing.

Calyo, who received his artistic training at the Royal Academy of Naples, is well-known

* For information about the frame, I am grateful to Scott Heffley, Paintings and Frames
Conservator at the Nelson-Atkins Museum of Art, Kansas City, Missouri. The frame may
have been acquired by the Haights in 1847, when the family lived in Rome.

> See information about the painting in the curatorial object files, Museum of the City of
New York.
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for his delicate, expertly handled gouache landscapes and portraits.® He lived in New
York throughout the 1840s, and was somewhat of a celebrity there. A political exile who
had traveled around Europe for eight years before settling in the United States, he
attracted a circle of intellectuals who met regularly at his Manhattan home to discuss
European politics and culture. The Haights, who prided themselves on the breadth of
their cultural knowledge, may have known him socially. Calyo is also listed in New York
directories of this period as a private art instructor. Lydia, the Haights’ oldest child,
painted seriously enough to eventually pursue her art studies in Rome. It’s possible that
Caylo was her teacher. In any case, gouache was not a popular medium in the United
States before the Civil War, and was used almost exclusively by European-trained artists.
The only master of this medium known to be working in New York in the 1840s was
Nicolino Calyo.

The painting was given a date of circa 1848 when it was acquired by the Museum.
This date, however, is slightly too late. In the 1850 Federal Census Record, there are six
Haight children, not just four, and Lydia (though still living with her parents) is twenty
years old, married, and has an infant of her own.” In the portrait, her physical appearance

and her costume indicate that she is between twelve and fourteen years of age.” In fact,

% Information about Calyo is sparse. See Kathleen Foster, In Philadelphia: Three
Centuries of American Art (Philadelphia: Philadelphia Museum of Art, 1976), 300;
Stephen Rubin and John K. Howat, American Watercolors from The Metropolitan
Museum of Art (New York: Abrams, 1991), 14, 66-67.

7 New York, New York County, 1850 U.S. Census, population schedule, 143, accessed
through Ancestry.com, 16 July 2004.

*Tam grateful to Amelia Peck, Associate Curator of Decorative Arts, Metropolitan
Museum of Art, for her help in determining Lydia Haight’s probable age based on her
clothing. Peck, e-mail to the author, 3 May 2004.
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only very conservative American parents kept their fourteen-year-old daughters in short
skirts with pantalettes showing beneath their hems, and the worldly Haights were not
particularly conservative, making an age of twelve or thirteen far more likely.” The
clothing and apparent ages of the other Haight children support a date of 1842 or 1843 for
the portrait. The 1850 Census gives the age of Richard R. Haight as fifteen, David Haight
as eleven, and Frances Haight as nine. In the portrait, they appear to be between seven
and eight, three and four, and one and two, respectively."

Based on the incorrect date of c. 1848, Wendy Cooper has argued that the Haight
family portrait depicts the library in their palatial Italianate mansion on the corner of
Fifteenth Street and Fifth Avenue; however, that house was not completed until 1849,

making it impossible as a setting for the portrait.'' Furthermore, stereographs of the

? A fashion writer for Godey’s Lady’s Book noted in 1850 that, “young ladies of twelve
and thirteen do not disdain to wear beneath their demi-long skirts, white muslin
pantalettes.” “Children’s Dress,” Godey’s Lady’s Book 41 (September 1850), 189. Lynne
Zacek Bassett has noted that “As a girl [of the second quarter of the nineteenth century]
got older, her skirts became gradually longer. By the age of thirteen or so, she left off
wearing pantalettes altogether.” Bassett, ““ “The Great Leap,” Youth’s Clothing in the
Early Nineteenth Century,” in Peter Benes, ed., Textiles in Early New England: Design,
Production and Consumption (Boston: Boston University, 1999), 188. See also Joan L.
Severa, Dressed for the Photographer: Ordinary Americans and Fashion, 1840-1900
(Kent, Oh.: Kent State University Press, 1995), 17, 24.

' Summer gowns very similar to those of Sarah and Lydia Haight appear in the color
fashion plate of the August, 1845 issue of Godey’s Lady’s Book; however, the Haights
were frequent European travelers who would have been conversant with the latest
Parisian fashions. It wouldn’t be surprising, therefore, to find their wardrobes one or
more years in advance of their American contemporaries.

"Wendy A. Cooper, Classical Taste in America, 1800-1840, exh. cat. (Baltimore: The
Baltimore Museum of Art, 1993), 100-01. A letter from George Robbins Gliddon to
Henry Fox Talbot dated 19 March 1849 relates, “Mr. Haight is completing his ‘Palazzo’
in New York, with his dear family around him.” Richard Haight was a mutual

acquaintance of the two men. Larry J. Schaaf, ed., The Correspondence of William Henry
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Haights’ Fifth Avenue mansion dating from the 1850s show the Three Graces displayed
in the family’s elaborate conservatory (fig.4). Amelia Peck has suggested that the
Haights’ portrait was executed in Europe, based on the artist’s evident expertise and the
sophisticated architecture and trappings of the room depicted.'? The Haight family did
leave New York in the fall of 1843 for an extended stay in Europe; however, it is unlikely
that they remained in one place long enough to establish a settled, domestic existence
there. Rather, they seem to have led a peripatetic life, with the elder Richard Haight
dividing each year between New York and various cities on the continent.”> Although the
family’s whereabouts during 1844 are unknown, they spent the early months of 1845 in
Geneva, Switzerland, where Sarah gave birth to a daughter. They then traveled to Paris,
returning to Geneva the following summer. They moved into a rented house in Rome in
the spring of 1847, but Richard K. Haight and his daughter Lydia were back in Paris by

November of that year. The political upheavals in Europe induced them to return to New

Fox Talbot, University of Glasgow, www.foxtalbot.arts.gla.ac.uk (accessed 2 August
2004).

"2 Peck e-mail to the author, 3 May 2004.

" The Haight family’s imminent departure for Europe is mentioned by Philip Hone in his
diary entry for 21 July 1843. Philip Hone and Bayard Tuckerman, The Diary of Philip
Hone, 1828-1851, vol.2 (New York: Dodd and Mead, 1889), 189. Their movements
around Europe are documented through letters written by Richard K. Haight and his
friends to William Henry Fox Talbot, in particular: George Wilson Bridges to Talbot, 2
February 1846; Richard K. Haight to Talbot, 14 March 1846, 2 November 1846 and 9
December 1846; George Robbins Gliddon to Talbot, 14 October 1846 and 19 March
1849; Edward Anthony to Talbot, 25 February 1847, 1 March 1847, 10 May 1847 and 30
August 1847, The Correspondence of William Henry Fox Talbot. The birth of Nina
Cristina Haight in Switzerland early in 1845 is also recorded in the 1850 U.S. Census.
Richard K. and Lydia Haight’s presence in Paris in the winter of 1847, which was
mentioned by Edward Anthony in his letter to Talbot of 25 February 1847, was
confirmed by their fellow American traveler Henry Colman in European Life and
Manners,; In Familiar Letters to Friends, vol.2 (Boston: Charles C. Little and James

Brown, and London: John Petherham, 1849), 303.
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York in 1848, before their new mansion was complete. It seems unlikely that even the
Haights (who made their earlier Grand Tour with a “traveling library” of several hundred
books and a French chef) would have wandered around Europe accompanied by a suite of
household furniture and a large marble sculpture. Given this fact, and the likely date of
1842 or 1843 for the portrait, it was probably painted before the family left the United
States and either depicts an imaginary interior, the Haights’ first Manhattan townhouse,
or an unidentified country residence.

It is possible, of course, that the interior in the Haight portrait was simply
invented by the artist; however, the painting’s detailed description of objects known to
have been owned by the family suggests that it depicts an actual room in their home.
Stylistically and thematically, the Haight portrait resembles contemporary Biedermeier
family portraits in Europe, for instance, Johann Michael Neder’s (1807-1882) portrait of
the Viennese banker Franz Jager and his family (1836, Kunstmuseum, Diisseldorf). The
subjects of both portraits are rising members of the bourgeois elite, and the painters in
both cases stressed their ongoing self-education and refinement. Typically in Biedermeier
portraiture, the actual domestic interiors of individual families were meticulously
recorded in order to convey their affluence and taste, and also to express an ideal of self-
contained family life."* It is precisely for these reasons, I contend, that the painter of the
Haight portrait depicted the family comfortably ensconced in the tasteful interior of their

own home.

'* Georg Himmelheber, Biedermeier, 1815-1855: Architecture, Painting, Sculpture,
Decorative Arts Furniture, exh. cat. (Munich: Bayerisches Nationalmuseum, 1988), 56-
59, 184, 186; Geraldine Norman, Biedermeier Painting 1815-1848: Reality Observed in
Genre, Portrait and Landscape (London: Thames and Hudson, 1987), 30, 44, 72-73, 84-
85, 100-101.
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Until the Haight family left for Europe in 1843, their Manhattan address was 4
Lafayette Place.”” A north-south residential street that connected Astor Place with Great
Jones Street, Lafayette Place was laid out and developed by John Jacob Astor in 1826.'°
It quickly became the most fashionable neighborhood in the city. Its row houses and
churches were all built in the late ‘20s and early ‘30s, and reflected the prevailing taste
for neo-classical architecture. The famous “Colonnade Row” houses (officially known as
LaGrange Terrace), which were designed by Seth Geer (d.1866) and Alexander Jackson
Davis (1803-1892) to resemble a Corinthian temple, were just one block north of the
Haights’ house. St. Bartholomew’s Anglican Church, one door down, was an Ionic
temple with a steeple. Even the extant home of Seabury and Eliza Tredwell (the so-called
“Old Merchant’s House”) just around the corner on Fourth Street, though Federal-style
on the outside, has a thoroughly neo-classical interior, replete with egg and dart moldings
and ionic columns and pilasters. Though no image of the Haights’ Lafayette Place house
survives, it is unlikely to have included an archivolted, gothic revival doorway, such as
the one leading into the conservatory on the far left of the Haights’ portrait, or the
bookcases on the back wall, with their gothic revival trefoil lattices. Even the room’s
fawn-colored walls are consistent with the principles of gothic revival, rather than neo-

classical, décor. Gothic revival row houses were built in Manhattan, but not before the

> Longworth’s American Almanac, New-York Register, and City Directory (New York:
Thomas Longworth, 1839), 301.

16 Charles Lockwood, Bricks and Brownstone: The New York Row House, 1873-1929
(New York: Rizzoli, 2003), 778-82.
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mid-1840s and not in Lafayette Place.'” The Haights’ portrait, therefore, probably does
not depict their Lafayette Place townhouse, which was most likely a neo-classical
building inside and out.

It is very probable that the Haights owned or rented a country house, and that their
family portrait shows them in that setting. By 1841, the American architect and landscape
designer Andrew Jackson Downing (1815-1852) could assert that, “to most [wealthy
Americans], a country house is necessary, because it is commonly regarded as an

appendage to a man of fortune...”'®

The popularity of Downing’s own books, A Treatise
on the Theory and Practice of Landscape Gardening of 1841, and Cottage Residences of
1842, attests to the truth of his assertion.'” Architects and domestic advice writers
described the gothic revival style as particularly suitable for rural residences because it

harmonized well with natural surroundings and expressed an idealized vision of Christian

home-life that was opposed to the worldliness of modern cities.”” As a result, Gothic

" Ibid. I am grateful to Mr. Lockwood for the information, as well as insight, he provided
to me personally regarding the Haight family and their portrait.

' “Downing on Landscape Gardening,” The North American Review, 53 (July 1841):
260.

' A. J. Downing, A Treatise on the Theory and Practice of Landscape Gardening (New
York: Wiley & Putnam, 1841); Andrew Jackson Downing, Cottage Residences; or, A
Series of Designs for Rural Cottages and Cottage Villas (New York: Putnam and Sons,
1842). These books by Downing followed on the heels of Andrew Jackson Davis’s
popular plan book, Rural Residences (New York: New York University, 1837).

% See, for example, A. J. Downing, The Architecture of Country Houses, 21, 26.
Downing cites a writer for The Literary World who noted, “In the forms of the Gothic
cathedral are embodied the worship principle, the loving reverence for that which is
highest, and the sentiment of Christian brotherhood.” Downing himself concluded that an
English Gothic cottage is best suited to convey, “the domestic virtues, the love of home,
rural beauty, and seclusion.” See also Colleen McDannell, The Christian Home in

Victorian America, 1840-1900 (Bloomington: Indiana University Press, 1986), 28-39.
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revival villas and summer cottages enjoyed a considerable vogue in the United States
from the late 1830s through the 1850s. New Yorkers built them wherever rail lines and
steam ships could easily carry them: in the then-rural northern part of Manhattan, along
the banks of the Hudson River, in neighboring New Jersey and Connecticut, and in the
countryside surrounding Brooklyn.*' Unfortunately, before the Civil War no New York
law required that property deeds be filed in County Clerks’ offices—a fact that makes
tracing antebellum, rural, New York real estate almost impossible.”* However, in May of
1843, uncollected letters for Lydia Haight were piling up in the Brooklyn post office,
suggesting that the family’s summer address was near that city.” This theory is

corroborated by an 1835 article in The Farmer & Gardener, which stated that "Mr.

2! For examples of Gothic revival residences around New York, see the Alexander
Jackson Davis Papers, 1791-1937, The New York Public Library, Manuscripts and
Archives Division; Everard M. Upjohn, Richard Upjohn, Architect and Churchman (New
York: Columbia University Press, 1939); Katherine S. Howe and David B. Warren, The
Gothic Revival Style in America, 1830-1870, exh. cat. (Houston: Museum of Fine Atrts,
1976); Patrick Alexander Snadon, “A. J. Davis and the Gothic Revival Castle in America,
1832-1865,” Ph.D. dissertation, Cornell University, 1988; Adam W. Sweeting, Reading
Houses and Building Books: Andrew Jackson Downing and the Architecture of Popular
Antebellum Literature, 1835-1855 (Hanover and London: University Press of New
England, 1996), 122-155.

** Neither A. J. Davis nor Richard Upjohn, the two most prolific architects working in the
Gothic Revival style during the 1830s and early1840s, built a house for the Haight
family. See the Alexander Jackson Davis Papers and Upjohn, Richard Upjohn, Architect
and Churchman. Many Americans who built country houses at this time simply hired
local builders who improvised their own version of a particular architectural style or
worked from a plan book.

3 “List of Letters Remaining in the Post Office,” Brooklyn Daily Eagle, 1 May 1843, 3.
Richard K. Haight’s close friend and business partner, and the namesake of the Haights’
youngest son, John Halsey, built a country house outside Brooklyn in the 1838. See

America’s Successful Men of Affairs: An Encyclopedia of Contemporaneous Biography,
vol.1 (New York: The New York Tribune, 1895-96), 290.
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Richard K. Haight, an intelligent merchant of the city of New York, has one hundred
[mulberry trees], which were imported from France this present season, which I saw at
his nursery in Brooklyn in a flourishing condition.”** Both the gothic revival interior in
the Haights’ portrait and the family’s summer clothes support the theory that the painting
depicts a country residence.

During the 1840s, the Haight family appeared to lead a charmed existence.
Richard Kip Haight had been born in New York City in 1797, the son of a prosperous and
socially ambitious milliner.”> Richard and his brother David went into business as
merchants of “hat trimmings” (presumably feathers), setting up an office down the street
from their father’s shop in the 1820s. The feather trade proved lucrative. By the late
1850s, the brothers had been joined by another partner, John Halsey, and were listed in a

New York business directory as “Haight, Halsey & Co., Importers.”*® Although business

* “Culture of the Mulberry Tree,” The Framer & Gardener 1 (24 March 1835), 372. This
article makes it clear that Haight was growing mulberry trees in the hope of cultivating
worms for the manufacture of silk thread—an ambition which was rendered moot by the
opening of China to Western trade in the 1840s.

* Biographical information about the Haight family is scant. I have gathered facts from a
range of sources, including: the curatorial object files of the Museum of the City of New
York; Sarah Rogers Haight’s published letters, op. cit.; a transcription of a 1916 letter by
the Haights’ son, David Lane Haight, in the introduction to “The Travels of Sarah R.
Haight”; Frederick Kinsman Smith, The Family of Richard Smith of Smithtown, Long
Island: Ten Generations (Smithtown, New York: Smithtown Historical Society, 1967),
195; Wendy A. Cooper, Classical Taste in America, 66-67, 100-01. I am grateful to
Edward H. L. Smith, III of the New York Genealogical and Biographical Society, and
Richard Hawkins of the Long Island Collection, Smithtown Public Library for providing
me with additional information from their files.

*% Richard and Henry Haight are listed as merchants of “hatters trimmings” in The New
York Business Directory for 1841 and 1842 (New York: J. Doggett, Jr., 1841), 69. The
business is listed as “Haight, Halsey & Co., Importers” in The New York City
Copartnership Directory for 1859-60 (New York: John F. Trow, 1859), 35.
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cares must have taken at least some of his time, Richard Haight was able to indulge a
range of varied interests. He was an avid reader and traveler, and an amateur
horticulturalist, archeologist and photographer. Haight married Sarah Rogers, the
daughter of a Long Island whaling captain, in 1828. Noted for her beauty and intellectual
brilliance, Sarah Haight became a popular travel writer and also translated a volume of
French children’s stories into English.”” Writing of her in 1843, the New York diarist and
former mayor Philip Hone commented, “I have taken a liking to this lady. She is

28 Lydia Haight, the family’s oldest

conceited but, in truth, she has much cause to be.
child, was a belle before her marriage to William Jones (the son of the owner of the
Chemical Bank) in the late 1840s. Henry Colman wrote of her in 1847, “The manners of
Miss H-- have an elegant and unaffected simplicity quite charming, and there is a sort of
vestal fire burning in her mind, and sparking in her conversation...”*

The Haights were seasoned world travelers and, not surprisingly, also collectors.
In addition to various works of art, they owned an extensive library with many rare books
and a collection of scientific instruments and specimens. Their possessions reflect the
breadth of their tastes and accomplishments, of which they were undoubtedly proud.

Their copy of Canova’s Three Graces fit neatly into the erudite atmosphere of their

home. By purchasing and displaying it, the Haights demonstrated their familiarity with

*7 Sarah Rogers Haight, Jane Brush and Her Cow: A Story for Children Illustrative of
Natural History, Altered from the French of Mmle. Tréemadeure (New York: M. W.
Dodd, 1841).

* Hone and Tuckerman, The Diary of Philip Hone, vol.2, 189.

¥ Colman, European Life and Manners, vol.2, 303.
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European high art and culture and aligned themselves with such aristocratic luminaries as

Josephine Bonaparte, the Duke of Bedford, and the Duke of Leuchtenberg.

Antonio Canovain America

In Europe, during the first two decades of the nineteenth century, Antonio Canova was
the most popular sculptor alive.’® His work, which was widely known through published
descriptions, engravings and copies in a range of media, embodies the poise, idealism and
simplicity lionized by the influential Neoclassical art theorist Johann Joachim
Winckelmann. At the same time, his statues’ amazingly flesh-like surfaces, sinuous lines,
and frequent evocation of touch endow them with an insistent strain of eroticism. Far
from being shocked, Canova’s aristocratic European audience appreciated this quality in
his art. For instance, the artist’s friend and biographer Count Leopoldo Cicognara wrote
rapturously of Canova’s nude, male figure, Paris (1807-12, The Hermitage Museum,
Saint Petersburg), “if one could make statues by caressing marble, I would say this statue
was formed by wearing out the marble that surrounded it with caresses and kisses.”"

Perhaps because his sensuous style seems so at odds with the well-documented

prudery of antebellum American culture, many scholars have overlooked Canova’s

** Recent monographs about Canova include Christopher M. S. Johns, Antonio Canova
and the Politics of Patronage in Revolutionary and Napoleonic Europe (Berkeley, Los
Angeles and London: University of California Press, 1998) and Canova, exh. cat.
(Venice: Correr Museum and Possagno: Gipsoteca Museo Canoviano, 1992).

*!' Count Leopoldo Cicognara, Lettere ad Antonio Canova (Urbino: Argalia, 1973), 54,
translated in the entry for Canova in The Grove Dictionary of Art (London: Grove, 1996),
online database, http://www.groveart.com (accessed 3/15/05).
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popularity in the United States.* Michelle Bogart, for instance, asserted that Americans
were generally unfamiliar with European sculpture before the Civil War, and William
Gerdts singled Canova out as too sexually provocative for most American tastes.>® As
both David Dearinger and Wendy Cooper have recently shown, however, statues by
Canova were popular in the United States throughout the early nineteenth century.>
Americans (like their European contemporaries) read about Canova’s work in hundreds

of publications over the course of the nineteenth century.”” Public exhibitions of

*? For nineteenth-century American prudery see Carol Eaton Soltis, “ ‘In Sympathy with
the Heart;” Rembrandt Peale, an American Artist, and the Traditions of European Art,”
Ph.D. dissertation, University of Pennsylvania, 2000, 290-349; E. McSherry Fowble,
“Without a Blush: The Movement toward Acceptance of the Nude As an Art Form in
America, 1800-1825,” Winterthur Portfolio, 9 (1974): 103-121; Robert O. Mellown,
“Nineteenth-Century American Attitudes Toward the Nude Figure in Art,” Ph.D.
dissertation, University of North Carolina, 1975.

 Bogart, “Attitudes Toward Sculptural Reproduction in America,” 15-22; William H.
Gerdts, “Celebrities of the Grand Tour: The American Sculptors in Florence and Rome,”
in Theodore E. Stebbins, The Lure of Italy: American Artists and the Italian Experience
1760-1914, exh. cat. (Boston: Museum of Fine Arts, 1992), 66-67. Significantly, Gerdts
cites as evidence statements made by Hiram Powers, William Ware and Nathaniel
Hawthorne during the second half of the nineteenth century, when Canova’s popularity
was on the wane.

3 Cooper, Classical Taste in America, 70-72, 84; David Dearinger compiled an
invaluable list of nineteenth-century owners of ideal sculpture in his “American
Neoclassic Sculptors and their Private Patrons in Boston,” 670-750.

3 Despite Edward Everett’s assertion, in 1820, that “an equal fame with [Canova’s] is
already claimed by Thorwaldsen,” a search of Cornell University’s Making of America
full-text database of twenty-two American nineteenth-century periodicals revealed that
Canova’s name appeared in 101 articles from 1815 to 1850, making him the most
written-about sculptor (and possibly the most written-about artist) included in the
database for those years. During the same period, the Danish sculptor Bertel
Thorwaldsen’s (1770-1844) name appears in 31 articles. Edward Everett, “Canova and
his Work,” North American Review, 10 (April 1820): 374; Cornell University, The
Making of America, http://cdl.library.cornell.edu/moa (accessed 31 July 2005).
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Canova’s work, if not common, were not unusual.’® Copies of four statues by Canova
(The Three Graces, Venus Italica, Hebe and Perseus with the Head of Medusa) were
displayed at the Pennsylvania Academy of the Fine Arts until 1845, when they burned
along with the original building in a disastrous fire.”’ In 1824, copies of Canova’s Three
Graces, Hebe and Boxers were on display at the New York Academy of Fine Arts.*® A
copy of Canova’s Dancer with Hands on Hips was on permanent display in the Boston
Athenaeum’s statuary room by 1855.>° An “enterprising merchant” displayed marble
copies of twenty-two of Canova’s best-known statues, carved by his students, at
Corinthian Hall in Boston in 1833.%° There, they attracted a large audience before going
up for sale in August of that year. The following winter, the unsold sculptures from the
Corinthian Hall exhibition, with four additions, were displayed again at Harding’s
Gallery in Boston.*' One reviewer of this exhibition praised the Three Graces in

particular:

*% One hundred and eight sculptures by or after Canova appear in James L. Yarnall and
William H. Gerdts, The National Museum of American Art’s Index to American Art
Exhibition Catalogues before the 1876 Centennial Year, 6 vols. (Boston: G. K. Hall &
Co., 1986), now available as a database through the Smithsonian Institution, http://siris-
artexhibition.si.edu (accessed 31 July 2005).

37 «“Destruction of the Academy of Fine Arts, in Philadelphia,” The Anglo American, 5 (21
June 1845): 208.

* “Fine Arts,” Independent Chronicle and Boston Patriot, 19 May 1824: 2.
% “Statuary Room of the Boston Athenaeum,” Ballou’s Pictorial 8 (31 March 1855): 201.

Y Catalogue of the Statuary and Sculpture to be Sold at Corinthian Hall on Saturday,
Aug.31, 10, A.M., cited in Dearinger, 61.

*' [Catalogue of Statuary after Antonio Canoval, (Boston: Harding’s Gallery, 1834).
Margaret Fuller recalled, years later, her excited reaction upon hearing of this exhibition.

“Canova! The name was famous. He was the pride of modern Italy, the prince of modern
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The Graces are a most exquisite group. It is impossible to look on them and not be
filled with a sense of their surpassing loveliness. Their forms are developed with a
perfect mastery over the technical learning of the art, and a most finished
conception of beauty. Taken singly, they are perfect; taken together, they are a
combination of perfections. Their attitudes are most excellent to show the graceful
outline, and the swelling fullness, which charm the eye, and captivate the
imagination.**
Not only were copies of Canova’s works exhibited publicly in museums,
galleries, libraries and athenaeums, they were also proudly displayed in many private
homes. Nineteenth-century photographs of American domestic interiors confirm this
fact.”® For instance, around 1860, three generations of the Hampton family were
photographed in the drawing room of Mary Hampton’s Columbia, South Carolina home,
sitting in front of her marble copy of a dancing girl by Canova (figs.5-6). Canova’s
sculptures of chastely clothed dancers appear to have been his most popular works in the
United States; however, copies of nudes by the Italian sculptor were also on view. The
respected Boston merchant Nathan Appleton acquired a copy of Canova’s Venus Italica

(c.1821, Boston Public Library) in the 1820s, which he daringly displayed in his entrance

hall.** Copies of Venus after Canova appeared in at least four other private collections

art, and now we were to see enough of the expressions of his thought to know how God,
nature, and man stood related in the mind of this man.” Fuller, “Canova,” The Dial 3
(April, 1843): 455.

> “Sculpture,” The New-England Magazine, 5 (December 1833): 482.

# See William Seale, The Tasteful Interlude: American Interiors Through the Camera’s
Eye (London: AltaMira Press, 1995), 31-3248, 104-05, 153.

* Cooper, Classical Taste in America, 84.

38



during the nineteenth century.* At least three other American families besides the
Haights had marble copies of the Three Graces in their homes.*

Although marble sculptures were luxury items, available to only the wealthiest
Americans, a broad middle-class audience also acquired Canova’s works for their homes
in the form of prints, or statuettes in plaster, alabaster or—in particular—parian.*’ Parian,
a slightly translucent, white, biscuit porcelain, was invented by the British pottery firm
W. T. Copeland & Sons in 1842. It was named by another pottery, Minton & Co., for the
white marble that it emulates, and it quickly became an affordable and hugely popular
substitute for marble. Parian became so ubiquitous in middle-class homes that, in 1840, a
British writer observed, “Copies from the more popular works of Canova, such as the
Venus, the Graces, the Dancing Nymphs, Cupid & Psyche, &c., may be found in almost

every house.”™*®

* Dearinger, “American Neoclassic Sculptors and their Private Patrons in Boston,” 676,
678, 680, 695.

“ Ibid., 682, 709, 718.

*’ Canova was, in many ways, a pioneering modern artist. He closely supervised the
publication and distribution of thousands of engravings of his sculptures which
contributed greatly to his fame and the popularity of his work. See Hugh Honour,
“Canova and his Printmakers,” Print Quarterly, 12 (September 1995): 253-75. Alabaster
“mantle ornament” versions of Canova’s Three Graces and Dancing Girls were
advertised in American newspapers throughout the first half of the nineteenth century.
See for example: “Splendid Marble and Alabaster Mantle Ornaments,” Independent
Chronicle and Boston Patriot, 24 December 1825: 3; “Free Sale of Elegant Alabaster
Ornaments,” Baltimore Patriot, 26 May 1824: 3. For the prevalence of parian statuettes
in the nineteenth century, and the common reproduction of works by Canova in this
medium, see The Parian Phenomenon: A Survey of Victorian Parian Porcelain, Statuary
and Busts (Somerset, Eng.: Richard Dennis, 1989), 59, 134, 151, 201.

# «“ Antonio Canova,” The Penny Magazine of the Society for the Diffusion of Useful
Knowledge 9 (1840): 365. Although most parian figurines were made in Great Britain,
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Despite its widespread reproduction, Canova’s sculpture was associated, in the
minds of many Americans before the Civil War, with aristocratic European elegance.
Thus, a short story writer for Godey’s Lady’s Book described “the elegant boudoir of a
titled lady in London” as follows:

The room was richly yet tastefully furnished. The delicate tints of the carpet and

the satin covered furniture harmonized well with the silvery hue of the paper that

covered the walls. A few beautiful paintings, one an exquisite Madonna, the rest
glowing Italian landscapes, were hung with an artist’s care in the best lights, and
in a recess stood one perfect statue, a graceful Hebe, from the magical chisel of

Canova.”

As is so often the case in Godey s, it is difficult to tell, in this passage, where the interior
decorating advice ends and the fiction begins. Godey s, which disseminated dress
fashions, decorating tips and an ethos of sentimental domesticity to a broad, popular
audience, championed Canova tirelessly.

As domestic decorations, Canova’s sculptures (whether full-size marble copies or
smaller reproductions) expressed their owners’ reverence for art and culture, and thus
their sensitivity and refinement. In the early 1850s, the poet and art critic E. Anna Lewis
wrote short poems about each of the two parian statuettes after Canova that adorned the
mantel in her study. No illustrations accompanied these poems when they were published

in Godey’s Lady’s Book.”® Rather, the editor assumed that her readers would already be

familiar with the works in question: The Genius of Art (it is impossible to determine what

they were marketed (and found an enthusiastic audience) in the United States. See
Bogart, “Attitudes Toward Sculptural Reproduction in America,” 46-48.

* Helen Hamilton, “The Italian Sisters,” Godey’s Lady’s Book, 65(August 1852): 179.

**E. Anna Lewis, “To Hebe (A Little Statue on the Mantle in my Study),” Godey’s
Lady’s Book, 40 (January 1850): 66; E. Anna Lewis, “To The Genius of Art (A Little
Statue on the Mantle in my Study),” Godey’s Lady’s Book, 42 (March 1851): 187.
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sculpture she is describing here) and Hebe (1796; Hermitage Museum).”' Lewis wrote of
her statuettes in the same reverent tone that she would later use when writing about
Hiram Powers’ full-size, marble Greek Slave.’* “And here, with pulses hushed, I gaze on
thee,/ Till nascent haloes circle round thy brow,/ And from the portals of eternity,/ The
laurelled dead, returning, round thee bow.””

As Canova’s work was woven into the fabric of mid-nineteenth-century,
American domestic culture, it (and Canova himself) became sentimentalized in the minds
of many Americans. Godey’s Lady’s Book published a short story in 1845 in which
Canova appears as a romantic hero, in love with a Tuscan princess who models for him
anonymously.> Illustrations of Canova’s sculptures appeared in annual holiday gift
books (prettily bound and copiously illustrated volumes, intended to be exchanged as
Christmas gifts).” Even the sensuousness of Canova’s style was reinterpreted

sentimentally as sweetness. A writer for the North-American Review wrote in 1829:

Grace and Tenderness, as they correspond with the prominent features in
[Canova’s] own moral character, breathe of course through the marble upon

>! Lewis’s poems show how little distinction most Americans made between even very
small copies and original marble sculptures. As Michelle Bogart has argued, small-scale
copies of ideal sculptures served as acceptable stand-ins for the originals in the minds of
their owners. See Bogart, “Attitudes Toward Sculptural Reproduction in America,” 33-
35.

2 E. Anna Lewis, “Art and Artists of America: Hiram Powers,” Grahams Magazine, 48
(November 1855): 397-401.

3 Lewis, “To The Genius of Art.”

> Miss H. B. MacDonald, “The Orpheus and Eurydice of Canova,” Godey’s Lady’s
Book, 31 (September, 1845): 103.

> For instance, Friendship’s Offering for 1848 (Boston: Philips & Sampson, 1847),
described in “Editor’s Book Table,” Godey’s Lady’s Book, 36 (January 1848): 68.

41



which he had impressed it... while Canova has, in all his statues, employed as
little drapery as possible, and although his style be soft and graceful, in some
cases almost to voluptuousness, he has never overstepped the limits prescribed by
the strictest delicacy, but on the contrary has sedulously studied, more than any
other sculptor, all the reserve which real modesty requires.”®
Small wonder, then, that in a sentimental poem about a sleeping infant, published in
1846, an anonymous poet evoked the image of Canova’s Three Graces to describe the
child’s guardian angels:
Through the still, transparent air,
Angel-forms I see,
Round the little cradle stand,
Like sweet Charity;
Like the graces touched with life,
That Canova made;
Seraph sisters, pure as light,
Sunbeams without shade.”’
Canova® The Three Graces
Josephine Bonaparte, a faithful friend and patron of Canova’s, commissioned the first
version of The Three Graces in 1812 (fig.7). The former Empress of France wanted the
sculpture for her gallery at Malmaison—her country house outside of Paris, to which she
had retired following her divorce from Napoleon.’® In particular, Josephine wanted to

complete a mythological narrative begun with several other figures by Canova—his Paris

and his Dancer with Hand on her Hip (c.1805-12; The Hermitage Museum, Saint

%6 [ ife and Works of Canova,” The North-American Review 29 (October 1829): 469.
> “Little Ellie,” The American Whig Review, 3 (June 1846): 610.

%% Christopher M. S. Johns, “Empress Josephine’s Collection of Sculpture by Canova at
Malmaison,” Journal of the History of Collections, 16, no.1 (2004):28. For a broader
study of Canova’s patronage, including an in-depth discussion of his relationship with
Josephine, see Johns, Antonio Canova and the Politics of Patronage in Revolutionary and
Napoleonic Europe.
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Petersburg). In Greek mythology, the Graces (Euphrosyne, Aglaia, and Thalia) are the
daughters of Zeus and the nymph Euryonome, and in Greek and Roman art they are
usually shown embracing (though not as enthusiastically as in Canova’s sculpture) and
symbolize generosity. By the fifteenth century, they appeared most frequently in art and
literature as the attendants of Venus—the goddess of love and beauty, whom Paris
selected as the most desirable of the Olympian pantheon.” Josephine wrote to Canova in
1813 as work was proceeding on her sculpture, saying that she intended to place The
Three Graces between her Paris and her Dancer. There, the sculpture would have
completed the entourage of Venus, whose role would have been filled implicitly by the
mistress of Malmaison herself.*

In Canova’s group of the Graces, three life-size, nude, young women stand
locked in an embrace, their arms twined around each other’s shoulders and waists, and
their hands gently caressing one another. Each girl rests her weight on one leg and leans
slightly inward toward the center of the circle. The two flanking figures turn to face the
taller girl in the center, who rests her forehead gently against one sister’s upturned face as
the other looks on adoringly. A swag of drapery over the left-most sister’s arm covers all
three figures minimally but modestly. A rose garlanded plinth supports the group from
behind on the left side. Although the composition favors a direct, frontal view, Canova
equipped the sculpture with a rotating pedestal and it could be turned 360 degrees.

Canova, who was fascinated with dance, often used postures and gestures drawn from

* For the artistic precedents and iconography of Canova’s Graces, see Hugh Honour,
“Canova’s Three Graces,” in Honour and Aidan Weston-Lewis, eds., The Three Graces,
exh. cat. (Edinburgh: The National Gallery of Scotland, 1995), 19-45.

% Johns, “Empress Josephine’s Collection of Sculpture by Canova at Malmaison,” 30.



ballet in his sculptures. He used rotating pedestals to make motion an integral part of
many of his compositions. The gracefully disposed and rhythmically repeated legs, feet,
arms, hands and heads of The Three Graces endow the sculpture with a balletic quality
that must have been enhanced when the group was turned.

Unfortunately, Josephine died before Canova completed The Three Graces. When
the sculpture was finished in 1816, it passed into the hands of her son, Eugene
Beauharnais (later known as The Duke of Leuchtenberg) who took it with him into exile
in Munich. There, it became part of Beauharnais’ collection of art and memorabilia,
which he installed in the semi-public gallery of his palace. Meanwhile, even before 1816,
Canova had begun a second copy of The Three Graces for another friend and patron,
John Russell, the sixth Duke of Bedford.®' This version is nearly identical to its
predecessor with the exception that Canova reduced its size slightly, and reduced the
supporting rectangular plinth to a more slender column (fig.8). Throughout the first half
of the nineteenth century, American tourists visited both the Duke of Leuchtenberg’s
palace in Munich and the Duke of Bedford’s country estate, Woburn Abbey, sixty miles
outside of London, to view the two original versions of Canova’s Three Graces.”* The

well-traveled Haight family may have seen both sculptures.

%' For information about this second version, see Alison Yarrington, “The Three Graces
and the Temple of Feminine Virtue,” Sculpture Journal, 7 (2002): 30-43; Malcolm
Baker, Figured in Marble: The Making and Viewing of Eighteenth-Century Sculpture
(Los Angeles: The J. Paul Getty Museum, 2000), 159-68; John Kenworthy-Browne, “The
Sculpture Gallery at Woburn Abbey and the Architecture of the Temple of the Graces,”
in The Three Graces, 61-71.

% After 1837, the plaster model of the sculpture that had once resided in Canova’s studio
in Rome was also on view, in the Gipsoteca Museo Canoviano in the sculptor’s home
town of Possagno.
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The version of The Three Graces belonging to the Duke of Leuchtenberg was
displayed, along with half of Josephine Bonaparte’s art collection, in one of two large
gallery rooms in the Leuchtenberg Palace (now the Ministry of Finance) in Munich.®’
These galleries, which contained more than two hundred objects, were open to the public
each Thursday, and generally attracted a small crowd of art students and tourists. After
entering the vast, neoclassical building, visitors climbed a grand staircase to the first
floor. This was the most public area of the Duke’s residence, where his ball room and
theater were also located. The gallery rooms themselves were aligned so that visitors first
entered a small, square room, where modern German and French paintings were
displayed. They then passed into the long, principle gallery. Anna Mary Howitt, an
English art student in Munich, described this gallery as follows:

Along the centre of the room are arranged several groups of sculpture, among

which are Canova’s Three Graces and Magdalene. The other groups are, I think,

French; with classic vases and several antique remains; together with a beautiful

carved ivory goblet or two, and some reliques [sic] of Napoleon and Eugene

Beauharnais, which are placed on marble slabs around the room. The walls are

covered with pictures of the masters of the Italian, Spanish and Flemish schools,

arranged in separate compartments. .. there are several world-famous pictures
here— Murillos, Titians, Leonardo Da Vincis, etc.”*
Bayard Taylor noted that, upon entering the gallery, “Canova’s world-renowned group of

9505

the Graces at once attracts the eye.”” The sculpture’s position in the center of the room

% The palace was designed for the Duke of Leuchtenberg (Eugéne Beauharnais) by the
court architect of Ludwig I, Leo von Klenze (784-1864). For detailed information about
the building, see Iris Linnenkamp, Leo von Klenze: das Leuchtenberg-Palais in Miinchen
(Miinchen: Kommissionsverlag UNI-Druck, 1992).

% Anna Mary Howitt, An Art Student in Munich (London: Longman, Brown, Green and
Longmans, 1853), 212-213.

% Bayard Taylor, Views A-Foot, or, Europe Seen with a Knapsack and Staff (New York:
Hurst & Co,1850), 196.
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made it possible for viewers to walk around it and examine it from all sides, leading
another visitor to comment, disparagingly, “Canova’s Graces modern, very modern.
Arms like snakes entwined... The posterior of the one most to the right when standing
before I do not understand.”®®

The second version of The Three Graces was installed by John Russell, the Sixth
Duke of Bedford, in a special, purpose-built room of his sculpture gallery.®” The
sculpture gallery itself is a long, free-standing building that was originally built as a
conservatory by the architect Henry Holland (1745-1806) around 1787. Its original,
central section measures 138 x 25 feet, and its south facade is punctuated by nine bays,
each nearly 20 feet high. The central, Palladian bay is topped by a pediment, behind
which a shallow masonry dome rises from the center of the roof. When the Fifth Duke of
Bedford transformed the building into a sculpture gallery in 1800, he called upon Holland
again to design a “Temple of Liberty” for the east end of the building. Here, he intended
to display sculptures that would express his liberal support for the principles of the
French revolution. Holland designed a 12 foot square room with an Ionic portico for this
purpose.

The Sixth Duke of Bedford collected statuary extensively after his inheritance in
1802, and he filled the gallery at Woburn Abbey with a combination of antique and

modern works. After Canova agreed to make him a copy of The Three Graces in 1815,

% Charles R. Mack and Ilona S. Mack, eds., Like a Sponge Thrown into Water: Francis
Lieber’s European Travel Journal of 1844-1845 (Columbia: University of South Carolina
Press, 2001), 73.

%7 John Kenworthy-Browne, “The Sculpture Gallery at Woburn Abbey and the
Architecture of the Temple of the Graces,” 60-71.
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the Duke hired the architect Jeffery Wyatt (1766-1840) to design a “Temple of the
Graces” for the west end of the building. Wyatt built a rotunda, fifteen feet in diameter,
which is separated from the main hall of the gallery by a set of heavy, bronze-studded,
mahogany doors. The temple’s domed, diamond-coffered ceiling is elaborated with gilt
decorations and punctured by a round, glazed oculus. The walls are of yellow faux-
marble. The floral pattern of the inlaid marble floor was designed to fit around 7he Three
Graces’ forty-five inch high, carved limestone pedestal, which stood near the wall
opposite the door. Like the earlier version of Canova’s sculpture, the Duke of Bedford’s
Three Graces was fitted to its pedestal in such a way that it could be rotated easily.*®

As Alison Yarrington has recently argued, The Three Graces in its temple at
Woburn Abbey was the centerpiece of an elaborate iconographic program whose theme
was feminine virtue.”” By the eighteenth century, the Graces were commonly deployed in
art and literature as symbols of beauty, joy and splendor—all attributes of a virtuous
woman. The inscription over the doors to the Temple of the Graces, which asserts that,
“From [the Graces] flow all the decencies of Life,” framed Canova’s sculpture as an
allegory of feminine civility, and marble sculptures of the Duke’s two young daughters,
which flanked the Temple’s threshold, presented these young, female members of the
Duke’s family as votaries of the Graces.

It is difficult to judge how many of the American tourists who visited the Temple

of the Graces at Woburn Abbey would have recognized the symbolism expressed in John

% The Three Graces was removed from the Temple of the Graces in the 1970s, and was
purchased jointly by The National Gallery of Scotland and The Victoria and Albert
Museum in 1984. See Baker, Figured in Marble, 159-68, 181.

% Yarrington, “The Three Graces and the Temple of Feminine Virtue,” 30-43.
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Russell’s installation. The visitors who came, once a week, to see the gallery were not
allowed to enter the Temple. Instead, they viewed Canova’s sculpture from a distance,
through square grills in the closed temple doors. When the American traveler Henry
Colman visited Woburn Abbey as the Duke’s guest in 1845, he was too stunned by the
grandeur of life in a great English country house to take more than passing notice of the
sculpture gallery; however, he did observe that, “The original group of ‘The Three
Graces,” in marble, by Canova himself, is here, and is surpassingly beautiful.”’® Probably,
what most American visitors to Woburn Abbey took away with them was a deep
admiration for what Alexander Jackson Downing described as the “accumulated luxuries,
treasures of art, refinements and comforts” of the estate. Downing, who visited Woburn
Abbey in 1850, also singled out The Three Graces as the crowning glory of the Duke’s
art collection.”!

Sculpture galleries had been popular accoutrements of British country houses
since the seventeenth century.”? As these homes became more accessible to American
tourists in the middle decades of the nineteenth century, they provided examples of the
aristocratic splendor to which more and more Americans aspired. As I will discuss at

greater length in Chapter 4, Americans like the wealthy Tennessee plantation owner

" Colman, European Life and Manners, 313. The Three Graces was the only work of art
at Woburn Abbey that Colman mentioned specifically. When he saw and admired Hiram
Powers’ original version of The Greek Slave in London five months later, he felt
compelled to note that, “[Powers’] model was not so good as that of either of the Three
Graces selected by Canova.” Ibid., 331.

" A. J. Downing, Rural Essays (New York: G.P. Putnam, 1853), 533-34.

7* See Ruth Guilding, Marble Mania: Sculpture Galleries in England 1640-1840, exh.
cat. (London: Sir John Soane’s Museum, 2001).
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Adelicia Acklen self-consciously modeled their own homes after British Country houses.
After Acklen completed her Grand Tour in 1866, and assembled her recently-purchased
sculpture collection in her villa outside Nashville, she began referring to her house as

“the Chatsworth of the South.”

The HaightsOThree Graces

The dating of the Haights’ portrait suggests that the family acquired their copy of
Canova’s Three Graces before 1843. It is possible that they purchased the sculpture in
the United States. As the 1833 and 1834 sales of copies after Canova in Boston
demonstrate, full-size marble copies of Canova’s works (including copies of The Three
Graces) were occasionally available for purchase in this country, although they were
made in Italy.” It’s even possible that the Haights purchased their copy of the statue at
Harding’s Gallery in Boston in 1834. The most likely scenario, however, is that the
Haights acquired their sculpture during the family’s first Grand Tour of Europe, in 1835-
39.

Traveling to Europe, at least once during a lifetime, was a tradition among the
wealthiest Americans even in the eighteenth century; however, before the advent of
steam travel a transatlantic passage was dangerous, uncomfortable, lengthy and
expensive. The first successful steam-powered ocean crossings occurred in 1838, and the
establishment of the Cunard line of steam ships, which sailed between Liverpool and

New York, followed in 1840. Steam ships cut the journey, which had taken six to eight

7 The Boston merchant Thomas Appleton, who served as the American Consul in
Livorno, also purchased and shipped marbles on commission to American buyers during
the 1830s. See Cooper, Classical Taste in America, 97.

49



weeks under sail, down to three weeks, and made it much more affordable—within the
reach of most upper-middle-class Americans. As a result, floods of American tourists
flocked to Europe from all parts of the United States after1840. The success of the
nineteenth-century American sculptors who worked in Florence or Rome is a direct result
of this flood tide of American tourism, brought on by the advent of steam travel.”
European tourism had increased to a steady stream even before the advent of
transatlantic steam ships. As early as 1828, Philip Hone observed with surprise that every
guest at a New York dinner party had been to Europe, and by the time the American
painter Thomas Cole (1801-1848) traveled to Italy in 1831, he was able to support
himself there with commissions from traveling Americans.” Because of the difficulty of
transatlantic travel before 1840, Americans often extended the length of their Grand Tour
to two years or more.’® The Haights, whose first trip extended over more than four years,
were unusually adventurous tourists. Not only did Sarah Haight cross the ocean pregnant,
with a five-year-old daughter in tow, but, after giving birth in Geneva, she left both her

children with hired nannies in Paris and set out on a three-year journey with her husband

through Europe, Turkey and the Middle East.”” Such behavior was almost unheard of for

" Gerdts, “Celebrities of the Grand Tour.”

> See Neil Harris, The Artist in American Society (New York: Simon & Schuster, 1969),
124.

’® Mary Ellen Martin, “Nineteenth-Century Salem on the Grand Tour,” Essex Institute
Historical Collections 116, no.1 (1980): 1-20.

77 See “The Travels of Sarah Rogers Haight.” The first letter by Sarah Haight in this
collection is a long lament about her immanent separation from her children, and the
“rude breezes every instant widening the gulf that separates her from her soul’s strongest
ties on earth, until the very heartstrings are ready to burst with the intensity of anguish.”



an American woman at the time, and Sarah Haight expressed worry in her letters that her
conduct would be thought “unnatural.””®

Like other Americans, the Haights accumulated furniture, paintings, antiques and
objects d’art as they traveled. Although their much-anticipated trip through Italy in 1839
is undocumented, it would have been extremely easy for the couple to have acquired a
marble copy of Canova’s Three Graces there. As Flemming Friborg has observed, such
copies (made with varying degrees of accuracy) were common in both Florence and
Rome.” They could even be purchased for convenience’s sake in Livorno—the Italian
port from which freight was shipped to England and, ultimately, to the United States.*
The best copies of Canova’s sculptures were made by his students and workshop
assistants. Shortly after Canova’s death, a writer for the British New Monthly Magazine
visited the sculptor’s studio and found, to his surprise, that “It was open and the chisels of
the various workmen as busy as ever.”®' The studio apparently functioned for three years
after Canova’s death before it was finally closed in 1826, when Canova’s brother brought

his plaster models and tools home to Possagno to be placed on display there. By that

In her letter of the following day, however, she relates that “the regrets, the sighs, the
tears of yesterday have all now vanished,” and she is anxious to get to Vienna. Ibid., 2-3.

7 Ibid.

7 Flemming Friborg, “The Living Flesh. Canova’s Three Graces and Carl Jacobsen,”
Analecta Romana Instituti Danici 26 (1999): 119-37.

% See Cooper, Classical Taste in America, 65.

8! “Modern Pilgrimages. No.VIIL The Studio of Canova,” New Monthly Magazine and
Literary Journal 7 (1823): 28.
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time, however, casts had been made of Canova’s most popular works, and sculptors who
had been affiliated with his studio continued to make copies from these for decades.
Because the present location of the Haights’ Three Graces is unknown, it’s not
possible to determine with certainty whether it was a high-end copy, made from a cast of
Canova’s original plaster model and finished by a skilled sculptor, or a cheaper knock-
off. Judging from Sarah Haight’s erudite and thoroughly informed letters, however, it
seems unlikely that the couple would have purchased an inferior copy. Not only were the
Haights unusually well-educated, they also made connections with artists and
intellectuals in each place they traveled. In Paris, for instance, they became friendly with
the young American painter George P. A. Healy (1813-1894), who “...had just returned

82 1 short,

from Italy, where he had been some time improving himself in his profession.
the Haights had access to well-informed individuals who could have advised them about

their purchases of works of art

The Haights’ Three Gracesin their Library

However Sarah and Richard Haight acquired their copy of Canova’s Three
Graces, their decision to display the sculpture in their library, rather than in a more public
space in their home, is in keeping with antebellum American cultural constraints on the
display of nudity in art. As E. McSherry Fowble has shown, the display of nudes was a

contentious issue in American culture throughout the first four decades of the nineteenth

%2 “The Travels of Sarah Rogers Haight,” 27. The Haights commissioned Healy to paint a
portrait, now lost, of Richard K. Haight.
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century.83 The bone of contention was not the nudes themselves, so much as the
appropriate spaces in which they could properly be displayed. Public spaces, where
people of different ages, sexes and classes could mingle, were suspect. Even within a
private home, the more discreetly a nude painting or statue could be displayed the better.
When Rosalie Stier Calvert ordered two plaster casts of the Apollo Belvedere and the
Venus de Medici for the drawing room of her Maryland plantation house in 1807, her
father objected. In a letter to her sister, Calvert mused that “...if I cannot put them in the
drawing room, I shall put them in my husband’s study.”®* Libraries and studies were ideal
for the display of nudes because these spaces were set apart from the social traffic of the
household and reserved for serious, masculine concerns, or for the family to use in
isolation.” The Haights’ library was also a suitable setting for The Three Graces because
it was an educational space, and thus framed the sculpture, not as a hedonistic display of
female flesh, but as an instructional tool and a sign of the family’s erudition.

In order to understand how the Haights intended The Three Graces to function in
their library, one need only look at how the sculpture appears in Calyo’s gouache, which
after all, is as much an idealized portrait of a room as it is a portrait of a family. In the
portrait, The Three Graces appears as the centerpiece of the Haights’ library. It sits
slightly back in a frescoed niche, bathed in raking light from the conservatory on the left.
It dominates the space of the portrait, and its influence over the family is conveyed by the

formal parallels between the sculpture and the Haights themselves. The three figures in

% Fowble, “Without a Blush.”
% Quoted in Cooper, Classical taste in America, 65-66.
% Clifford Edward Clark, Jr., The American Family Home, 1800-1960 (Chapel Hill and

London: The University of North Carolina Press, 1986), 40.
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Canova’s sculpture echo the three-part division of the family, with Lydia on the left, the
four male Haights clustered in the center, and Sarah on the right. Lydia’s raised arm
mirror’s Euphrosyne’s raised arm. Sarah Haight’s proper left arm and sleeve mirror the
curved line of Thalia’s back. The upturned tilt of the younger Richard Haight’s head, as
he looks toward his father, mirrors the tilt of Thalia’s head as she looks toward her
sisters. The gilt, tapestry covered chair, which waits to receive Lydia when she sits,
echoes the arched niche that the Graces occupy. Like the carved figures themselves, the
Haights exist in perfect harmony. In this way, the painter conveyed what Catherine
Beecher and Harriet Beecher Stowe would later describe as the profound influence of
“the aesthetic element” over “the education of the entire household in refinement,
intellectual development and moral sensibility.”*

Although the Haights’ library would have been accessible to only a small circle of
family and friends, the Haights’ family portrait—whose elaborate frame suggests that it
was prominently displayed —may have made the room accessible to a broader audience.
Stereographs of the Haights’ Fifth Avenue mansion, taken during the 1850s, show similar
small, elaborately framed paintings hanging on the walls of a parlor that opened into their
conservatory (figs. 9-10) The portrait functions on several levels. As I have previously
argued, it resembles contemporary Biedermeier portraiture in its attention to the physical
details of an actual domestic setting. In their family portrait as in their library, the
Haights’ tasteful and costly possessions, including The Three Graces, express their

wealth and discerning connoisseurship, and bear witness to their extensive travels. The

8 Catharine E. Beecher and Harriet Beecher Stowe, The American Woman’s Home, or
Principles of Domestic Economy (1869; repr., Project Gutenberg, 2004), chap. 6,
http://www.gutenberg.org/dirs/etext04/mrwmh10.txt (accessed 3 June 2005).
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Three Graces also carried with it, into the Haights’ more modest country residence,
associations with the royal villa of Malmaison and the great country estate of Woburn
Abbey, as well as the Leuchtenburg Palace in Munich.
The Haight family portrait is also what Roger Stein has referred to as an
“emblematic portrait,” that is, it asks viewers to:
...know the value of its subjects through [the images] that surround them, and
stand for attributes, ideas and values of the sitters. The emblematic portrait
requires the viewer’s knowledge of a system of meanings and his or her active
engagement to create intellectual coherence and meaning out of images so
arranged —rather, that is, than merely perceiving persons in their living space at a
particular moment in historical time.*’
A number of objects in the painting have clear symbolic significance. For example, the
North American goldfinch held by Lydia, like the conservatory behind her and the
bouquet on the table in front of her, associate the young girl with the natural world. The
little bird perched on her finger as she points to her father probably also refers to his early
profession as a feather merchant. The distance Richard Haight has traveled from such
modest beginnings is indicated by the map, labeled “ASIA,” spread out on the table
before him. Clearly visible along the margin of the map closest to the viewer are the
islands of Japan and the Philippines. With a small smile playing around his lips, the elder
Richard Haight points to a particular spot along the east coast of China, just south of the

inward-curving Yellow Sea. He is, in fact, pointing to the port city of Shanghai, which

was opened to western trade by the treaty of Nanking on August 29, 1842.% Together, the

7 Roger B. Stein, “Charles Wilson Peale’s Expressive Design: The Artist in His
Museum,” Prospects 6 (1981): 144-45.

% The British-Chinese Treaty of Nanking, which ended the first Opium War, secured

trading rights in Shanghai for the British only; however, the United States immediately
55



bird and the map trace Haight’s professional trajectory from local businessman to global
imperialist. His oldest son, who points to the jutting Korean peninsula with a stylus as he
looks attentively toward his father, is being groomed to follow in his footsteps.

The Three Graces serves a similarly emblematic function in the Haight family
portrait. Since before the eighteenth century, real or invented statues were routinely
included in portraits as attributes, to convey important information about the sitters with
whom they were paired. For instance, John Singlelton Copley (1738-1815) included an
ancient sculpture, believed at the time to depict the Roman youth Papirius and his mother,
in his Grand Tour portrait of Mr. And Mrs. Ralph Izard (1775; Museum of Fine Arts,
Boston). As Maurie D. McInnus has shown, while this sculpture reinforced an image of
the Izards as connoisseurs, its theme (that of a youth divided by conflicting loyalties to
his home and his country) also reflected perfectly the position of Ralph Izard, who was
torn between loyalty to England and his love for his native South Carolina.* Statues of
the Graces, specifically, also appear in eighteenth-century portraiture as emblems of
feminine virtue and accomplishment. In Lady Sarah Bunbury Sacrificing to the Graces,
for instance, Sir Joshua Reynolds (1723-1792) evoked the Graces’ already discussed

associations with beauty, joy and splendor (gifts the sisters bestow on their votary in the

dispatched a trade commission, headed by Caleb Cushing, to negotiate similar rights for
the United States. These rights were secured on July 3, 1844. By 1845, a writer for The
Living Age could effuse, “By our admission into the Port of Shang-hai, we can approach
by sea within seventy miles of [the most important Chinese] market for our goods.”
“Intercourse with China,” The Living Age 4 (15 March 1845): 638. See also “American
Diplomacy in China,” The North American Review 89 (October 1859): 479.

% Maurie D. McInnus, “Cultural Politics, Colonial Crisis, and Ancient metaphor in John
Singleton Copley’s Mr. And Mrs. Ralph Izard,” Winterthur Portfolio 34

(Summer/Autumn 1999): 85-108.
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form of a proffered laurel crown) to convey a flattering image of Lady Bunbury as a
graceful and virtuous woman (fig. 11).

Seen in light of Reynolds’ portrait, The Three Graces in the Haight family portrait
might be understood as signifying Lydia and Sarah Haights’ personal grace and feminine
virtue. That the Graces retained these symbolic associations well into the nineteenth
century can be seen from a satirical print of around 1850, now in the Prints and
Photographs Division of the New York Public Library (fig. 12). The wood engraving,
titled The Graces (After Canova—A Very Long Way), depicts three homely women in
Bloomer costumes, standing on a pedestal in an awkward and slightly licentious parody
of the pose held by Canova’s Graces. The humor of the image arises from the women’s
gracelessness and their implied lack of virtue—qualities that Canova’s statue, the print
suggests, embodies.

More specifically, The Graces in the Haight family portrait draws attention to the
entire family’s ongoing process of self-education. Like the Graces who stand
encouragingly behind Marie de Medici in Peter Paul Rubens’ (1577-1640) painting The
Education of Marie de Medici (fig. 13), they preside over the Haights’ acquisition of
knowledge, and also of taste—the elusive quality which the sentimental novelist Lydia H.
Sigourney described as follows:

When manifested in graceful movement and manner, elegance of language, or

correct appreciation of the fine arts, [taste] serves as a sort of historical trait,

proving either the influence of refined society, an accomplished education, or
such means of improvement as are seldom accessible in solitude and obscurity.”

% Lydia H. Sigourney, “Taste,” Godey’s Lady’s Book 20 (February 1840): 88.
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Another role of The Three Graces in the Haight family portrait (and by extension,
in their library) is suggested by the American painter Charles Wilson Peale’s (1741-1827)
portrait of his own family, The Peale Family (fig. 14). This large (5 x 7 feet) portrait
hung for years in Peale’s studio, where it served as an example of his prowess as a
portrait artist and conveyed his ideal of harmonious familial relations.”’ Like the Haights,
the Peale family gathers around a cloth covered table. At the center of the painting, posed
like a Madonna with her infant son, is Charles Wilson Peale’s first wife, Rachel Brewer.
Around the table are another child, Peale’s brothers and sisters, a servant, and the family
dog. Peale depicted himself pausing in the act of painting to lean over the table and watch
his brother James sketch a picture. The family members smile and touch one another
affectionately. As John Adams wrote of the painting in 1776, “There was a pleasant, a
happy cheerfulness in their countenances, and a familiarity in their air toward each
other.”? In order to reinforce this air of domestic felicity, Peale included, on the easel to
the left of his own image in the portrait, an unfinished painting of three embracing sisters
wearing Greek costume —clearly meant to be the three Graces. Over them is the Latin
inscription “Concordia Animae” (Harmonious Spirits). Thus, as early as 1775, the Graces
were being used emblematically in American art to symbolize loving, familial bonds and
domestic harmony.

Like The Peale Family, the Haight family portrait is a conversation piece —that is,

an informal painting depicting figures engaged in ordinary activities in a domestic

°! Nicolai Cikovsky, Jr., ed. Raphaelle Peale Still Lifes, exh. cat. (Washington, D.C.:
National Gallery of Art, 1988), 37.

2 Quoted in David C. Ward, Charles Wilson Peale: Art and Selfhood in the Early
Republic (Berkely, Los Angeles and London: University of California Press, 2004), 138.
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setting. As Deborah Ann Schafer has argued, conversation piece portraits became popular
in Europe in the eighteenth century in response to a new ideal of family life—one that
was characterized by intimacy, harmony and tenderness.” In the Haight family portrait,
The Three Graces reinforces this domestic ideal and, at the same time, the intimate,
domestic setting in which the sculpture appears inflects its meaning. By the mid-
nineteenth century, images of families gathered in well-appointed interiors around cloth-
draped tables were common visual tropes, used to suggest domestic bliss.”* This is the
case, for example, in John Sartain’s (1808-1897) print The Happy Family, which
appeared as the frontispiece for the first volume of Miss Leslie’s Magazine in January
1843 (fig. 15). Seen in just such a context, the Graces are stripped of their erotic
connotations and reframed sentimentally. As symbols of filial affection, they express the
Haights’ own loving ties to one another. In the Haights’ library, as in their portrait, 7he
Three Graces signified personal grace, refinement, feminine virtue and filial love, as well

as wealth and taste, and it exerted an elevating influence over the family.

Flora

Canova, more than any other European sculptor, popularized ideal sculpture in America
and set the stage for the pattern of collecting marble statues that would prevail in the
United States throughout the middle decades of the nineteenth century. The Haights

probably purchased their copy of Canova’s Three Graces during their first Grand Tour in

 Deborah Anne Schafer, “Fashioning an Ideal of Intimacy: British Family Portraits,
1730-1790,” Ph.D. dissertation, Boston University, 2004.

* For a thorough discussion of this imagery in American art and visual culture, see
Cristina Bishop Klee, “The Happy Family and the Politics of Domesticity, 1840-1870,”

Ph.D. dissertation, University of Delaware, 2004.
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the late 1830s. During their second Grand Tour ten years later, they commissioned an
ideal sculpture by the American artist Thomas Crawford (1814-1857). Flora (fig. 16),
which Grace Greenwood described as “an exceedingly graceful and beautiful figure,”
shares unmistakable qualities with Canova’s sculptures, particularly his Dancing Girls.”
Although her face lacks the sweet, emotive expression characteristic of Canova’s female
figures, Flora’s clinging, swirling drapery, her garland of flowers and her pose (which
Crawford clearly adapted from ballet) all attest to Canova’s vital influence over the first
generation of American sculptors in Italy, and over American taste into the 1840s and
beyond.”

Crawford designed Flora specifically for the conservatory of the Haights’ new,
Italianate mansion in Manhattan, where it remained until 1860. Stereographs of the

mansion’s interior, now in the New York Public Library, show Flora in an ivy-filled

% Grace Greenwood, “Leaves from Over the Sea,” The National Era, 10 March 1853: 37.
For more information about Crawford’s Flora, see: Lauretta Dimmick, “A Catalogue of
the Portrait Busts and Ideal Figures of Thomas Crawford, 1813-1857,” Ph.D. dissertation,
University of Pittsburgh, 1986, 448-62; John K. Howat, “Private Collectors and Public
Spirit: A Selective View,” in Art and the Empire City: New York, 1825-1861, exh. cat.
(New York: The Metropolitan Museum of Art, 2000), 102-103; and Thayer Tolles,
“Modeling a Reputation: The American Sculptor and New York City,” in ibid., 152-53.

% The South Carolina planter, William Aiken and his wife Harriett Lowndes Aiken made
a Grand Tour in 1858, traveling with a floor plan of their new art gallery. In Italy, they
bought several marble statues by American artists, including a bust of Proserpine by
Hiram Powers and a Campagna Shepherd Boy by Edward Sheffield Bartholomew (1822-
1858). They also bought a reduced-scale copy of Canova’s Venus Italica. As Maurice D.
Mclnness has argued, Canova remained popular with American tourists even after mid-
century, when he fell from favor with connoisseurs. Maurice D. Mclnness, “ ‘Picture
Mania’: Collectors and Collecting in Charleston,” in McInness ed. In Pursuit of
Refinement: Charlestonians Abroad, 1740-1860 (Charleston: University of South
Carolina Press, 1999), 39-54.
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niche, presiding over the elaborate, two-story Moorish garden room (fig. 17).
Interspersed amidst fountains, mosses, ferns and flowers is an array of other marble
sculpture, including two crouching sphinxes, a copy of the Roman bathing Venus in the
Vatican Museum in Rome, a nymph lifting a shallow bowl of water, and The Three
Graces, now positioned at one end of the long, rectangular room, in front of an enormous
window patterned with panes of stained and clear glass in a pseudo-oriental design (fig.
4). It is Flora, however, that enjoys the most prominent position in the room. Framed by
the main entrance to the conservatory, the sculpture appears to be just alighting atop a
moss-covered “hill,” her drapery still swirling in the wind generated by her swift descent
and her arms filled with flowers. The figure is, both formally and thematically, perfectly
suited to the space it occupies.

Following the death of their oldest son in a shipwreck in 1858, the Haights sold
their house and most of their possessions, intending to return permanently to Europe. In
1860, the family donated Flora to the art museum in the recently opened Central Park. A
writer for The Crayon demonstrated his or her firm belief in the elevating role of ideal
sculpture by expressing the hope that, in her new park setting, Flora would exert a
civilizing influence over the public.

...a marble female form, pure in fancy and material, may greatly assist in

preserving order. A fine ideal statue like the “Flora” would, wherever it could be

seen, be more effective in any given area than twenty policemen. We would have
one visible in the Park at every turn, and placed in the Park solely on account of
order. The noblest ideas of the past, the ideas which have ever exercised positive
control over the masses, have ever been associated with female forms, as is easily

recognized by studying the worship of Minerva by the noblest people of antiquity,
and of the Madonna by the millions of the middle ages.”’

%7 «“Sketchings. Domestic Art Gossip,” The Crayon 7 (August 1860): 231.
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Fresh from a genteel, domestic interior, Flora bore with her trailing clouds of feminine
domestic influence (described in the passage above almost as a form of mind control),
and thus fit perfectly into the civilizing program of the park as a whole.

William Niblo, who purchased The Three Graces at the Haights’ estate sale,
probably intended Canova’s sculpture for his fashionable theater and private park,
Niblo’s Garden, on Broadway.”® In the 1840s, when the propriety of displaying nudes
was still open to question in the United States, the proximity of such a work to a public
theater would have made both the sculpture and the setting seem positively obscene. By
1860, ideal sculptures had become so closely associated with refined domesticity that

their presence conferred an air of respectability on public spaces, even commercial ones.

% “Sale of Fashionable Furniture,” New York Tribune, 19 October 1860: 8. The present
location of the Haights’ Three Graces is unknown. When Niblo (a widower with no
surviving children) died in 1878, he bequeathed his furniture to his housekeeper, Mary
Sylvester, and his artworks to the YMCA of New York. Because of the ambivalent
position held by ideal statuary in the late 1870s, the sculpture may have been considered
to be either “furniture” or “art.” See “An Old New-Yorker Dead,” New York Times, 22

August 1878: 5.
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CHAPTER 3
HIRAM POWERS’ BUST PROSERPINE
IN HORACE GREELEY’S PARLOR
By the 1850s, Hiram Powers was widely recognized as the foremost American sculptor
of ideal subjects. Because he understood early on how such works would be displayed
and viewed in the United States, he was able to develop a formula that met, nearly
perfectly, the needs of his audience. Nowhere is that formula better expressed than in his
ideal bust, Proserpine (fig. 18). Although Powers’ Greek Slave remains his best-known
work, Proserpine was his best seller. With one hundred and fifty-six known copies
produced in Powers’ studio, it was probably the most popular ideal sculpture in the
United States, and possible anywhere, during the entire nineteenth century.' In order to
understand why Powers’ Proserpine was so tremendously popular as a domestic
ornament, it’s instructive to compare it with another ideal sculpture, similarly praised in
its day and similarly themed, but not nearly as commercially successful: Erastus Dow

Palmer’s (1817-1904) White Captive (fig.19).

Palmer’s White Captive
Palmer was born in Pompey, New York, a small town near Syracuse.” He began his adult

life as a carpenter, but trained himself as a carver of cameos when he was twenty-nine.

"' Wunder, Hiram Powers, Vermont Sculptor, 1805-1873, vol.2, 187-202.

? For biographical information about Palmer, see Thayer Tolles, ed., American Sculpture
in the Metropolitan Museum of Art, Volume I (New York: Metropolitan Museum of Art,

1999), 60-62; H. Nichols B. Clark, 4 Marble Quarry: The James H. Ricau Collection of
Sculpture at the Chrysler Museum of Art (New York: Hudson Hills Press, 1997), 164-66;
J. Carson Webster, Erastus D. Palmer (Newark: University of Delaware Press, 1983).
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He quickly became very successful in this profession. Within a few years, however, his
eyes weakened and he was forced to give up close work. He turned to marble sculpture,
opening a studio in Albany and, within a year, producing an accomplished marble bust,
The Infant Ceres (1850; Metropolitan Museum of Art). This work, and the two busts that
followed, Resignation (1854; Albany Institute of History) and Spring (1855;
Pennsylvania Academy of the Fine Arts) were much admired, as was his first full-length
ideal figure, Indian Girl (1853-56; Metropolitan Museum of Art)—a figure which I will
discuss at greater length in Chapter 5. Unlike most other American sculptors of ideal
busts and figures, Palmer never left the United States to set up a studio in Italy, and so he
was unable to capitalize on the lucrative tourist trade there; however, his striking work,
which tended toward naturalism rather than classicism, caught the eyes of influential
critics who published enthusiastic reviews in newspapers and journals. As a result of this
exposure, he was able to sell multiple copies of all the above-mentioned sculptures.’

In 1857, Palmer began what he referred to in a letter to his friend John Durand as,
“My finest work.” The statue, which would depict a white, adolescent girl kidnapped
and stripped by American Indians, was intended as a pendant to his Indian Girl, then

owned by the New York politician Hamilton Fish.” Palmer related to Durand that he

’ Webster, Erastus D. Palmer, 149-51; 168-69; 176-77. Palmer apparently made only one
full-length version of Indian Girl, but he sold several busts of the figure’s head and
shoulders.

* Erastus Dow Palmer to John Durand, 11 January 1858, Dreer Collection, Historical
Society of Pennsylvania, Philadelphia, quoted in Webster, Erastus D. Palmer, 183.

> Fish purchased Indian Girl first, and commissioned The White Captive shortly after
installing the earlier sculpture in his home. See Webster, Erastus D. Palmer, 149-50, 180-
184 and Thayer Tolles, “Modeling a Reputation: The American Sculptor and New York

City,” in Art and the Empire City: New York, 1825-1861, 164-67. A photograph of Fish’s
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intended the first sculpture, which depicts an Indian maiden discovering a crucifix, “to
show the influence of Christianity upon the savage,” and the second to show “the

"% The result was The White Captive, a tour de

influence of the savage upon Christianity.
force that showcased Palmer’s originality and skill. The nude, pubescent female figure
stands in a strained and awkward contrapposto pose. Her left arm is pulled behind her
back by a bark thong, which binds both of her wrists to the tree stump at her right side.
Her right hand, which is the most visible, clutches fearfully at the stump. While Palmer’s
theme of a young, captive woman facing imminent sexual violation was clearly a
response to Powers’ celebrated Greek Slave, he sought to improve upon that work by
making his sculpture both more American and more lifelike. Although the White
Captive’s smooth, marble body follows accepted neo-classical conventions (it is
flawlessly white and lacks both body hair and genitalia), her face is realistic in both its
proportions and its expression of shock and dread.

The White Captive was destined to join The Indian Girl in the music room of
Hamilton Fish’s house (fig. 20); however, with Fish’s permission, Palmer first placed the
sculpture on display at Schaus’s Art Gallery on Broadway in Manhattan, and later in
Boston. In both cities, it attracted crowds of viewers who each paid twenty-five cents to

see it. From the beginning, the sculpture was controversial. Several months after Palmer’s

exhibition ended, a writer for the Cosmopolitan Art Journal could refer glibly to “that

drawing room, taken in the early 1880s, shows Indian Girl standing in his music room,
just outside the entrance to the drawing room. The White Captive probably stood opposite
it, on the other side of the music room, but is obscured by a hanging curtain. See Artistic
Houses: Being a Series of Interior Views of a Number of the Most Beautiful and
Celebrated Homes in the United States with a Description of the Art Treasures Contained
Therein (New York: D. Appleton, 1883), 94-95.

® Erastus Dow Palmer to John Durand, 11 January 1858.
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large class of people who were somewhat shocked at the unnecessary nudity of his

»7 Even Palmer’s good friend John Durand published a scathing critique in The

figure.
Crayon, which lambasted Palmer for abandoning classical ideals and exposing female
flesh for no higher reason than money. “He who is void of moral delicacy and
sensibility,” chided this anonymous critic, “can never rise to the true conception of

8 In a letter that appeared in the New York

artistic effort or of artistic spiritualization.
Times, a writer called the sculpture “an attack on the decorum of American manners,”
and asked, “In gazing upon it, are we not taking the first, returning step toward the
barbarism of the savages, whose act of obscene cruelty it is intended to depict?”” He or
she then went on to decry “the unblushing effrontery with which the exhibition room of
the ‘White Captive’ is sometimes made a convenient lounging and flirtation place.”
Whereas The Greek Slave created around itself a sanctified, domestic space, the White
Captive created, in this writer’s estimation, a prurient and lustful atmosphere.

It is true that the White Captive, whose arms are pulled behind her, is marginally

more exposed than the Greek Slave; however, another reason for the outcry against

Palmer’s figure is suggested by the response of the American art critic James Jackson

7 «Art Gossip,” Cosmopolitan Art Journal 4 (December 1860): 182.

¥ “Naked Art,” The Crayon 6 (December 1859): 877. Palmer was so hurt by this betrayal,
that he wrote to Durand, canceling his subscription to 7he Crayon and noting, “I enjoy
the pleasure, however, of thinking that you are not the author of this ignorant, filthy,
obscene expression of fanaticism.” Letter from E. D. Palmer to John Durand, 3 December
1859, John Durand Papers, Archives of American Art, Smithsonian Institution, Reel N21.

? “Palmer’s White Captive,” New York Times, 30 December 1859: 2. This letter prompted
an outraged response from gallery owner William Schaus, who called the writer, “the
hero of a blunder as indelicate as it is stupid.” “Palmer’s White Captive,” New York
Times, 2 January 1860: 4.
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Jarves. While Jarves believed that many American ideal sculptures suffered from
overgeneralization and a lack of expression, he believed Palmer erred in the opposite
direction. The White Captive’s ordinary face and terrified expression rendered her, in his

.. . 10
opinion, “ignoble and common.”

Finally, several observers recorded how painful they
found the experience of looking at the sculpture. A critic writing for the Musical World
echoed the letter writer in the New York Times when she stated that, “We feel we are
almost as ruthless as her savage captors in continuing to look at her while she suffers so
much.”"!

As J. Carson Webster has shown, the majority of published reviews praised the
White Captive; however, even the most favorable responses betray a certain anxiety about
the girl it depicts, who has neither the idealized physiognomy nor the perfect poise of a
“true woman.” According to the reviewer for the Atlantic Monthly: “...her chin trembles,
and one of her hands is convulsively clenched—but it is with the anguish of her sore
besetting, not the spasm of mortal fear...we know that the soul of the maiden will help
itself,--that her hope clings fast and her courage is undaunted, and her faith complete.”'*
This reviewer’s attempt to reassure his readers (and possibly himself) that the figure is
neither vulnerable nor afraid reveals his awareness that she might easily be perceived as

being both. A writer for the 770y Arena newspaper noted that a typical viewer, in looking

at the White Captive, is so pained that he or she “personates and reflects the expression of

19 Jarves, Art Thoughts, 309.
" Musical World, 19 November 1859: 4, quoted in Webster, Erastus D. Palmer, 66.

12 “palmer’s White Captive,” The Atlantic Monthly 5 (January 1860): 109.
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the statue.”'” Sentimental viewers looking for a vicarious emotional experience found it
in the White Captive; however, it was an experience in which reassurance and spiritual
uplift could be easily overshadowed by pity, frustration, and outrage.

As Joy Kasson has noted, one reason that the White Captive provoked so much
anxiety is that it raised an unspoken question: what would happen if the girl did not die,
but instead lost her identity as a white, Christian woman and willingly bore the children
of her captors?'* Fear of miscegenation certainly lurks beneath the surface of viewers’
responses to the sculpture, but it is joined there by other, more pressing fears—in
particular, fears about the integrity of the sentimental domestic ideal. What would happen
if a true woman could not exert restraining influence over masculine passions? What
would happen if a child ceased to be innocent and spiritually faithful? What would
happen if a chivalrous man could not succor or protect his dependants? This last question
was particularly fraught. If Palmer’s White Captive speaks of the supposed savagery of
undomesticated American Indian men, it also speaks of the impotence of their white
American counterparts. Underlying the sculpture’s harrowing narrative of sexual
violation is the specter of male failure.

Palmer realized a handsome profit from his White Captive. He was able to add the
revenues from both the New York and the Boston exhibitions to the $3000 that Fish had
paid him for it; however, he never sold a full-length replica of the sculpture and, despite

having modeled a less expensive bust version, he appears to have sold only one marble

B Troy Arena (New York), 19 November 1859: 2, quoted in Webster, Erastus D. Palmer,
65.

14 Kasson, Marble Queens and Captives, 73-100.
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copy of the bust."> One need only think of the one hundred and fifty-six known copies of
Powers’ bust of Proserpine to determine which sculpture most Americans deemed
preferable as a domestic ornament. Unlike the White Captive, Proserpine reassured its
audience by expressing and reaffirming mainstream cultural values. Powers’ bust—so
seemingly bland and unexpressive by today’s standards—was such a powerful image in
the middle decades of the nineteenth century that the writer James Parton evoked it in
1854 in order to normalize and sentimentalize the eccentric New York Tribune editor

Horace Greeley, who owned a copy of the bust.

Writing Sentimental Interiors

In 1854, Sara Payson Willis (writing under the pen name Fanny Fern) published her first
novel, Ruth Hall. Willis wrote humorous weekly columns in several newspapers and, by
1856, was the highest paid columnist in the United States. Her blend of wry satire and
sentimentalism struck just the right note with her middle-class American audience. In
Ruth Hall, which sold more than one hundred thousand copies in its first of many
editions, Willis struck out against various forces oppressing women in the nineteenth
century. In particular, she drew a comparison between her sentimental heroine, Ruth, and
Ruth’s dour, puritanical mother-in-law. Nowhere is the generational difference between
these two women clearer than in a scene near the beginning of the novel, in which the

nosy, judgmental Mrs. Hall surreptitiously investigates her son and daughter-in-law’s

!> The information in Palmer’s account books related to the White Captive has been
analyzed and published in Webster, Erastus D. Palmer, 181-87. Palmer also sold a
marble replica of the Captive’s foot, which one critic particularly praised as being “calm’
and thus demonstrating self-control. Wendell L’ Amoreux, Springfield Republican, 19
February 1858: 2, quoted in ibid., 184.

b
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new home. A lengthy description of the house unfolds which confirms Ruth’s identity as
a sentimental “true woman.”

“This is the parlor, hey?” soliloquized old Mrs. Hall, as she seated herself on the
sofa. “A few dollars laid out here I guess.” Not so fast, my dear madam. Examine
closely. Those long, white curtains looped up so prettily from the open windows
are plain, cheap muslin; but no artist could have disposed their folds so gracefully.
The chairs and sofas, also, Ruth covered with her own nimble fingers. The room
has the fragrance of a green-house, to be sure; but if you examine the flowers,
which are scattered so profusely round, you will find they are wild flowers, which
Ruth, basket in hand, climbs many a stone fence every morning to gather; and not
a country boy in the village knows their hiding places as well as she. See how
skillfully they are arranged! With what an eye to the blending of colors! How
dainty is that little tulip-shaped vase, with those half-opened wild rose-buds!'°

As Ruth’s mother-in-law penetrates deeper into the house, searching for signs of waste
and untidiness, she becomes increasingly frustrated. Finally, she reaches the inner-most
heart of the house—the nursery.

...the floor is strewn with play-things; thank God, there’s a child in the house!
There is a broken doll; a torn picture-book; a little wreath of oak leaves; a
dandelion chain; some willow tassels; a few acorns; a little red shoe, full of parti-
colored pebbles; the wing of a little blue bird; two little speckled eggs, on a tuft of
moss; and a little orphan chicken, nestling in a basket of cotton wool... her eye
falls on a crouching “Venus,” in the corner. Saints and angels! why, she has never
been to the dress-makers! There’s a text now! What a pity there is no appreciative
audience to see the glow of indignation with which those half averted eyes regard
the undraped goddess! “Oh, Harry! Is this the end of all my teachings? Well, it is
all Ruth’s doings—all Ruth’s doings. Harry is to be pitied, not blamed;” and the
old lady takes up, at length, her triumphant march for home."”

Ruth’s crouching Venus is undoubtedly supposed to be a copy of the ancient marble
statue of a bather in the Vatican Museum in Rome (fig. 21). In the nineteenth century,
this Roman copy of a Hellenistic bronze was greatly admired and widely reproduced for

domestic decoration. But why, one might wonder along with Mrs. Hall, would a nude

16 Fanny Fern, Ruth Hall (New York: Mason Brothers, 1854), 59.
" Ibid., 61.
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sculpture of a pagan goddess be included as a decoration in Willis’s ideal nursery?
Catharine E. Beecher and Harriet Beecher Stowe offered an explanation in their
American Woman'’s Home of 1869:
...there are few of the renowned statues, whether of antiquity or of modern times,
that have not been accurately copied in plaster casts... The educating influence of
these works of art can hardly be overestimated. Surrounded by such suggestions
of the beautiful, and such reminders of history and art, children are constantly
trained to correctness of taste and refinement of thought, and
stimulated—sometimes to efforts of artistic imitation, always to the eager and
intelligent inquiry about the scenes, the places, the incidents represented.'®
As the scattered playthings in Ruth’s nursery attest, little Daisy Hall has been well-
trained to appreciate (and appropriate) beauty in the world around her. Furthermore, her
adoption of an “orphan chick” confirms what many sentimental men and women
believed—that judiciously selected pictures and statues encouraged emotional as well as
aesthetic sensitivity, an idea that had its roots in the mid-eighteenth-century “cult of
sensibility.” As a writer for the North American Review argued in 1841,
Vis-a-vis the idea that painting and sculpture “are a source of corrupting luxury,
and an unfavorable moral influence,” it is wiser and better to deny at once the
authority of the common prejudice, that pleasure and purity, leisure and morality
are incompatible and to regard as nearer the truth the opinion, that love of
innocent enjoyment, of beauty, the gratification of fancy, the indulgence of taste,
are among the original, strong, and good principles of our nature, the development
of which will ward off corruption, and complete and perfect the social man."”
Sculpture in the home served as an outward sign its owners’ sensibility and, hence, his or

her character. Mrs. Hall’s failure to appreciate Ruth’s sculpture, like her failure to

understand the general sentimental ethos of her son and daughter-in-law’s home, signals

' Catharine E. Beecher and Harriet Beecher Stowe, The American Woman’s Home, chap.
6, http://www.gutenberg.org/dirs/etext04/mrwmh10.txt (accessed 10 August 2003).

1 «“Arts of Design in America,” The North American Review 52 (April 1841): 312-13.
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the marked contrast between her and Ruth, whose refined taste, affinity with nature, lack
of pretense and open, loving nature are evident in every detail of her décor.

A year after the New York publishing firm of Mason Brothers published Ruth
Hall, they published a book by Willis’ husband, the biographer James Parton. Parton
broke with tradition by writing a biography of a living subject—the social reformer and
editor of the New York Tribune, Horace Greeley.”® Like Ruth Hall, Parton’s book was
popular and went through many editions. He was criticized, however, for being too
laudatory.”' His admiration for Greeley is particularly clear in a section near the end of
his biography where he describes an anonymous gentleman’s evening visit to Greeley’s
Manhattan townhouse.

Arriving before Greeley had returned from work, this visitor wandered through
the public, first-floor rooms of his home, carefully observing and relating to Parton’s
readers what he saw there. He first establishes that Greeley’s fashionable, Gramercy Park
house is “in point of pretension, about midway between the palaces of the Fifth Avenue
and the hovels of the Five Points.” Greeley is thus presented, geographically, as neither
decadent nor depraved but as a member of the respectable middle class. His “exceedingly
narrow”’ entrance hall and stairs, his coarse, durable hall carpet, and Mrs. Greeley, “the
very picture of a prosperous farm wife,” who is summoned away from her visitor by a
crying child, all confirm the Greeley family’s congenial ordinariness. After noting the

extreme simplicity of the Greeleys’ parlor furniture, the narrator continues:

2% James Parton, The Life of Horace Greeley, Editor of the New York Tribune (New York:
Mason Brothers, 1855).

2l See, in particular, “Life of Horace Greeley, J. Parton,” Putnam’s Monthly 5 (February
1855): 215.
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...the walls were almost covered with paintings; the mantel-pieces were densely
peopled with statuettes, busts, and medallions; in a corner on a pedestal stood a
beautiful copy of (I believe) Powers’ Proserpine in marble; and various other
works of art were disposed about the floor or leaned against the walls... The
subjects of more than half of them were religious.”
He goes on to relate that, after waiting for an hour and perusing “...volumes of Burns,
Byron and Hawthorne, Downing’s Rural Essays, West’s complete Analysis of the Holy
Bible, and Ballou’s Voice of Universalism,” Greeley arrived home:
...the face of the master of the house beamed into the room... He flung off his
overcoat, hung it up in the hall, and looking into the parlor, said: “Just let me run
up and see my babies one minute; I haven’t seen ‘em all day, you know;” and he
sprung up the stairs two steps at a time. I heard him talk in high glee to the
children in the room above, for “just one minute,” and then he rejoined me.>
The scene, as the narrator paints it, resembles an engraving published in Godey’s Lady’s
Book in 1841 (fig. 22). Titled simply “Home,” the engraving depicts a father returning
from his day’s labors to his happy, waiting family. Upon crossing his threshold, he
sweeps his youngest child up in his arms for a kiss. Greeley’s sensibility, already
conveyed by the objects in his parlor, is confirmed by his domestic behavior. This
narrator presents his home as a “separate sphere,” where Greeley tosses aside his business
cares along with his overcoat and lovingly devotes himself to his family. His behavior in

his own home is, furthermore, presented as completely unaffected and sincere. He

emerges from Parton’s narrative as a thoroughly sentimental man.**

*2 Parton, The Life of Horace Greeley, 428.
> Tbid., 429.

** For a discussion of “model husbands” within mid-nineteenth-century sentimental visual
culture, see Klee, “The Happy Family and the Politics of Domesticity,” 131-34.
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Significantly, it was this account of “Horace Greeley at Home” that Parton
distributed to newspapers and magazines at Christmastime of 1854, in advance of the
publication of his biography.” Although he asserted vigorously that “Horace Greeley is
wholly innocent of this book,” Parton was frank about the fact that he “liked the man,”
and “gloried in his career.”*® Greeley (whose eye turned periodically to politics) could
hardly have wished for a more flattering portrayal of himself in the cultural climate of the
1850s.

In a sense, through their detailed elaborations of domestic interiors, Willis and
Parton created their sentimental protagonists. Both the Hall house and the Greeley house
function as texts within their texts, to be read by those who would (unlike old Mrs. Hall)
immediately recognize and appreciate the outward signs of sentimental domesticity.
Sculpture plays a key role in both interiors. Whereas Willis used a copy of an ancient,
European statue to signal her heroine’s sensibility, Parton included in his biography a
reference to Powers’ Proserpine.”’ By 1854, the bust would have been well-known to
most of Parton’s readers. Like Greeley’s religious paintings and his volumes of Burns,
Byron and Hawthorne, it helped to sentimentalize and also normalize the outspoken

editor and reformer, who was widely known as an eccentric. Indeed, Greeley’s artistic

%> See for instance, “Horace Greeley at Home,” Farmer’s Cabinet (Amherst, Mass.), 28
December 1854: 1.

2% Parton, The Life of Horace Greeley, Vii.

> The present location of Greeley’s version of this bust is unknown; however, Powers’
correspondence with Greeley indicates that it had a simple, beaded border rather than the
original basket of cut flowers or the most usual border, which was made of acanthus
leaves. Powers to Horace Greeley, 28 July 1852, quoted in Wunder, Hiram Powers,
Vermont Sculptor, 1805-1873, vol.2, 194.
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tastes were one of the few points on which he agreed with the majority of middle and
upper-class Americans, most of whom believed, during the middle decades of the

nineteenth century, that Hiram Powers was the greatest living sculptor.

Hiram Powers
Hiram Powers was born in rural Vermont but he grew up in the thriving, western city of
Cincinnati.”® There, he studied with the German-American sculptor Frederick Eckstein
(c.1775-1852) before launching a career as a sculptor of portrait busts and wax figures.
The English traveler and writer Frances Trollope, who visited Cincinnati in the early
1830s, was impressed by Powers’ busts and his animated wax tableau of Dante’s
“Inferno” on display at Dorfeuille’s Western Museum. She became a faithful promoter of
Powers’ career. Powers also found local support from the wealthy Cincinnati lawyer
Nicholas Longworth, who sent the young artist to New York, Washington D.C. and
Boston. Longwoth eventually funded Powers’ journey to Florence, Italy, where the
sculptor settled with his family in 1837.

Powers continued making portrait busts in Italy. His bust of the Harvard
mathematician John Farrar (1837; Fogg Art Museum, Harvard University), which he
modeled shortly after opening his studio in Florence, is typical. The bust is strikingly un-

idealized. Farrar’s scrawny neck, grim, square-jawed visage, and thinning, nineteenth-

*® For biographical information about Hiram Powers, see Sylvia Crane, White Silence:
Greenough, Powers and Crawford, American Sculptors in Nineteenth-Century Italy
(Coral Gables, Fla.: University of Miami Press, 1972); Wunder, Hiram Powers, Vermont
Sculptor, vol. 1; Janet A. Headley, “English Literary and Aesthetic Influences on
American Sculptors in Italy, 1825-1875,” Ph.D. dissertation, University of Maryland,
1988, and Donald M. Reynolds, Hiram Powers and his ldeal Sculpture (New Y ork:
Garland, 1977).
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century coiffeur emerge from a loosely draped swath of fabric, intended to confer a
classical air on the otherwise thoroughly modern personage. Powers’ early portrait busts
of women, for instance Ann-Sarah Maxcy Hughs (1837, private collection) are equally
frank, often to the point of being homely. Still, Powers was able to make a living
modeling busts of American tourists, many of whom were homesick and eager to
patronize a countryman. As Sylvia Crane has observed, they seemed not to mind, but
rather to admire, the unvarnished verisimilitude of Powers’ portrayals.*’

In Italy, Powers also began to work on ideal subjects. In this, he was following the
example of Horatio Greenough (1805-52), an American sculptor who had been working
in Florence for ten years when Powers arrived, and who took the less experienced
sculptor under his wing.*® Although Greenough, like Powers, supported himself with
portrait commissions, he also produced a steady stream of ideal works. His group
Chanting Cherubs (1829-30; unlocated) created a sensation in the United States during an
exhibition tour in the early 1830s. It was followed by the full-length, supine Medora
(1831-1833; private collection), the group Angel and Child (1832-33; Museum of Fine

Arts, Boston) and the monumental George Washington (1833-31; Smithsonian American

2 Crane, White Silence, 191.

%% For information about Horatio Greenough, see Thomas Brendle Brumbaugh, “Horatio
and Richard Greenough: a Critical Study with a Catalogue of their Sculpture,” Ph.D.
dissertation, Ohio State University, 1955; Nathalia Wright, Horatio Greenough, the First
American Sculptor (Philadelphia: University of Pennsylvania Press, 1963); Crane, White
Silence, 20-134; Nathalia Wright, ed., The Letters of Horatio Greenough, American
Sculptor (Madison: University of Wisconsin Press, 1972); Headley, “English Literary and
Aesthetic Influences on American Sculptors in Italy,” 44-82; John R. Aylesworth,
“Specimens of Taste for our Maturer Age: Neoclassicism as Realized in America in
Selected Works of Horatio Greenough and Washington Irving,” Ph.D. dissertation, Ohio
University, 1985.
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Art Museum), which the federal government commissioned for the United States Capitol
rotunda.

Powers not only looked to Greenough as an example of how to conduct his career,
he also sought to improve on Greenough’s success. In particular, he strove to meet the
demand of traveling British and American tourists for sentimental figures with which to
decorate their homes.”' Like Greenough, Powers became friendly with the Boston-born
American Consul in Livorno, Thomas Appleton, who was also in business as an art
exporter. Appleton was able to tell both sculptors which copies of modern and ancient
statues Americans were buying for their homes, and the qualities they looked for when
making their purchases.’” Despite this knowledge, Greenough frequently swam against
the tide of public opinion in his efforts to improve American tastes.” He disdained, for
instance, to make a sculpture as a domestic ornament for the drawing room of his most
faithful patron, Robert Gilmor.>* The sculpture he did eventually make for Gilmor, his
large, recumbent Medora, took up far too much floor space for domestic display and had
to be stored in the basement of the Gilmors’ home.*> Powers, on the other hand, sought to

accommodate his audience’s wishes. His statement to his friend John Smith Preston that

*! Janet Headley has explored the marketability of Powers’ ideal sculpture in Britain at
length in Headley, “English Literary and Aesthetic Influences on American Sculptors in
Italy,” 142-253.

32 Wunder, Hiram Powers, Vermont Sculptor, vol.1, 105.

33 For Greenough’s views on American taste, and its need for improvement, see Horatio
Greenough, “Remarks on American Art,” The United States Magazine, and Democratic
Review 13 (July 1843): 45.

3% Crane, White Silence, 54-55.

* Ibid., 58.
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his first two ideal works, the busts 4 Country Woman (modeled 1838; Corcoran Gallery
of Art) and Ginevra (modeled 1838; Cincinnati Museum of Art), would make
“appropriate ornaments for opposite sides of a room,” reveals that he thought of them,
from the first, as domestic decorations.*®

Powers was an inventor as well as a sculptor, and he intended many of his
technical innovations to speed the process of carving statues in marble. One of these was
a new pointing machine—a measuring device that cut the time involved in transferring a
figure from the model to marble by one third. Another was his time-saving process of
modeling figures directly in plaster rather than clay. These inventions, which Powers
began working on soon after his arrival in Florence, indicate that he was planning from
the first to sell multiple copies of his statues, and wanted to produce them quickly,
efficiently and accurately. In keeping with this goal, Powers chose themes for his ideal
works that would appeal to a broad audience. Writing to Longworth in 1839 of a full-
length statue he had just begun, based on his young daughter, he noted that “Statues of
little children are very popular & I have so fine an opportunity I avail myself of it with
great hope of success.””’ The “success” for which Powers strove was always commercial
as well as artistic.

Powers modeled his first ideal work, a female bust titled 4 Country Woman

(fig.23), as a gift for Mrs. John Smith Preston, in 1838. The title is a play on words. The

3% Powers to John Smith Preston, 31 August 1839, quoted in Wunder, Hiram Powers,
Vermont Sculptor, vol.1, 120.

3T powers to Nicholas Longworth, 22 Aril 1839, Hiram Powers Papers, Archives of
American Art, Smithsonian Institution, roll 1132. Powers apparently never finished his
ideal child, as no such work by him is known.
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bust, which ostensibly represents a woman from the countryside around ancient Rome,
closely resembles Powers’ portrait bust of his friend and “countrywoman,” the young
American tourist Anna Ward (fig.24), which he modeled at the same time. The sculptor
frankly admitted the resemblance in a letter to Ward, and the art critic Henry Tuckerman
referred to the bust as “that of a beautiful countrywoman,” suggesting that Powers was
equally frank with others about the bust’s true subject.’® Although Powers raised the
bridge of the ideal head’s nose, lengthened her neck, and varied the hairstyle and drapery,
it retains the firm jaw and high cheekbones also seen in his bust of Anna Ward.

By the time Powers began his second ideal work, less than a year later, he had
learned the virtue of attaching a sentimental narrative to his sculptures. He titled this bust
Ginevra, after a character in Samuel Rogers’ popular 1822 poem Jtaly (fig.25).” In the
poem, Ginevra is a young woman in Renaissance Italy who accidentally locks herself in
an empty chest on her wedding night, only to be found there—a skeleton still wearing her
wedding clothes—many years later. Although Ginevra’s head is tilted slightly down and

her cheeks are more rounded, the bust closely resembles 4 Country Woman.*

3% Powers to Anna Barker, 29 September [1838], Samuel Gray Ward Papers, Houghton
Library, Harvard University, cited in Wunder, Hiram Powers, vol.1, 112. Henry
Tuckerman, Book of the Artists: American Artist Life, Comprising Biographical and
Critical Sketches of American Artists: Preceded by an Historical Account of the Rise and
Progress of Art in America (New York: G.P. Putnam & Sons, 1867), 279.

%% Samuel Rogers, Italy, a Poem (London: J. Murray, 1823). For the popularity of
Rogers’ work, see J. R. Hale, ed., The Italian Journal of Samuel Rogers (London: Farber
& Farber, 1956), 107-15.

* Feeling that his wife’s version of 4 Country Woman suffered from the lack of a
narrative, and noting its resemblance to Ginevra, John Smith Preston simply began
referring to the work as Ginevra. It apparently took several decades for anyone to notice
that it was actually a different sculpture. Wunder, Hiram Powers, vol.2, 131.
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Longworth, who received the first marble version in 1842, noted that Rogers’ Ginevra
was a laughing, merry girl, while Powers’ bust was solemn to the point of appearing
morose.*' Furthermore, Ginevra’s classical hairstyle and drapery seem ill-suited for
Rogers’ Quattrocento heroine. In fact, Powers only came up with a title for the bust as it
was being carved in marble. By calling it Ginevra, he probably intended to stir the heart
strings of tourists with a familiar, tragic story that had associations to Florence, and could
therefore serve as a suitable memento of their trip. Unlike 4 Country Woman, which
Powers was never called upon to reproduce, Ginevra was repeated at least six times

before Powers reworked the sculpture in 1863.*

Proserpine

For Powers, the years between 1839 and 1841 were taken up by portrait commissions, the
modeling of his first full-length ideal figure, Eve Tempted (modeled 1839-42;
Smithsonian American Art Museum), and the preliminary modeling of the Fisher Boy
(modeled 1841-1843; Metropolitan Museum of Art) and the Greek Slave (modeled 1841-
1843; Corcoran gallery of Art) Although he was thinking about a third ideal bust as early
as 1840, he didn’t begin modeling Proserpine in earnest until 1843. The first marble copy
was destined for Edward Lea Carey, a Philadelphia publisher who had offered Powers
$500 for an original sculpture of the artist’s own choosing. Typically, Powers had no

particular subject in mind when he began modeling the bust, but chose the story of

*! Nicholas Longworth to Hiram Powers, 21 May 1842, Cincinnati Historical Society,
cited in Wunder, Hiram Powers, vol.1, 132.

42 Wunder, Hiram Powers, vol.2, 154-55.
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Proserpine, drawn from the first-century BCE Roman poet Ovid’s Metamorphosis, before
he transferred the work to marble.

In Ovid’s well-known version of the myth, Proserpine, the daughter of the Roman
harvest goddess Ceres, is a sweet, blooming girl. Left momentarily alone as she gathers
flowers by a lakeshore, she is abducted by Pluto, the lustful god of the underworld.
Stricken by the loss of her child, Ceres desperately searches for Proserpine, neglecting
her agricultural duties and rendering the earth barren. When she learns of her daughter’s
fate, she demands her return from Jupiter, the ruler of the gods and Proserpine’s father.
Jupiter decrees that Pluto must return Proserpine to her mother unless the girl has eaten
during her time in the underworld, in which case she must remain there as Pluto’s wife.
The homesick Proserpine had indeed eaten, but only six pomegranate seeds. As a
compromise, she must remain Pluto’s wife but, ever afterwards, may divide each year
between her husband’s realm and her mother’s. Her annual return to the earth causes
Spring, her departure Autumn.

The story of Proserpine was popular in the nineteenth century, no doubt because
its bittersweet theme of maternal love and separation struck a chord with parents and
children who were often separated by great distances or premature death.* The eminent
Baptist minister and author John Aldis noted, in 1856, that “The fable concerning

Proserpine is perhaps the most beautiful that the Greek imagination has furnished”

* For a few of the many iteration of this myth in nineteenth-century English literature,
see Headley, “English Literary and Aesthetic Influences on American Sculptors in Italy,”
190-97. As Jane Tompkins has pointed out, two central themes of nineteenth-century
sentimental literature are the theme of separation and reunion, and the theme of salvation
through motherly love. Tompkins, Sensational Designs, 125.
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because of its tender depiction of maternal love and loss.** The English Romantic writer
Mary Shelley wrote a short play based on the myth in 1820, in the wake of the recent
death of both of her children.*’ Not surprisingly, the play, which appeared in the popular
gift book The Winter’s Wreath in 1822, stressed the theme of maternal grief.*® Later
authors continued to emphasize the painful nature of Ceres’ and Proserpine’s separation;
however, they also made Pluto more sympathetic. In his Tanglewood Tales, Nathaniel
Hawthorne presented a juvenile Proserpine who cries heartily for her mother, but also
finds joy in becoming the lonely Pluto’s “one little ray of natural sunshine.”*’ Another
version, penned by “Jove Omnip,” tells the story from Pluto’s point of view. Proserpine
emerges from this narrative as a winsome coquette who, upon seeing her abductor,
“fawn-like, startled, flies, but archly she looks back and peals in Pluto’s ear a merry

laugh.”** Another author stressed that, “Proserpine later loved this disagreeable husband

* Rev. John Aldis, “Grecian Fables,” The Ladies’ Repository 16 (March 1856): 177. By
this time, Thomas Bulfinch had made Ovid’s version of the story widely accessible, in
expurgated form, in his immensely popular book The Age of Fable, or, Beauties of
Mythology (Boston: S.W. Tilton, 1855).

* Julie Carlson, “Coming After Shelley,” Texas Studies in Literature and Language 41
(Winter 1999): 351-77.

* Mary Shelley, “Proserpine, a Mythological Drama in Two Acts,” in The Winter’s
Wreath, A Collection of Original Contributions in Prose and Verse (London: Whittaker,
Treacher & Arnot, 1822), 1-20.

*" Nathaniel Hawthorne, “Pomegranate Seeds,” Tanglewood Tales, for Girls and Boys;
Being A Second Wonder Book (1853; repr., Eldritch Press, 2002), Chapter 6,
http://www.ibiblio.org/eldritch/nh/tt.html (accessed 6 August 2005).

* Jove Omnip, “The Rapture of Proserpine: A Rhapsody, from Ovid,” The American
Monthly Magazine 4 (1 September 1834): 44-45.
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so much, that jealous of Mentha, she changed her into a mint.”** In Harriett Beecher
Stowe’s light-hearted parody of Roman mythology, Proserpine is a fond, over-solicitous
wife, nursing her husband through a tooth-ache.” Finally, several authors interpreted the
myth as a moral homily on the dangers awaiting young women in the public sphere.
Fowler Bradnack cautioned, “Take warning by [Proserpine’s] fate, young ladies,/
Remember how she went to Hades,/ Where gloomy everlasting shade is--/ Had she stayed
within, without a doubt/ Pluto would not have found her out.”’

Whereas earlier painters and sculptors had typically depicted the moment of
Proserpine’s abduction, Powers’ rendering of the myth is more ambiguous. Only
Proserpine’s crown of wheat sheaths and the floral base of his bust allude to her identity,
and even these attributes were added late in the process. The American painter Daniel
Huntington (1816-1906) made a quick sketch of the first marble version of Proserpine in
1845, and included it in a letter to Carey.52 In this sketch, Proserpine resembles Ginevra;

however, Powers was not satisfied and was already reworking his model, a step that

would require the bust to be re-carved.” The most notable change in Powers’ second

* “Mythology—Proserpine,” Family Magazine or, Monthly Abstract of General
Knowledge 1 (February 1834): 186.

*% Harriet Beecher Stowe, “Olympiana,” Godey’s Lady’s Book 18 (June 1839): 241.

> Fowler Bradnack, “Pluto and Proserpine,” The American Knickerbocker Magazine 63
(March 1864): 233-4. See also Solon Robinson, Hot Corn (New York: DeWitt and
Davenport, 1854), 34-35.

>2 Daniel Huntington to Edward Lea Carey, January 1845, Edward Lea Carey Papers,
Historical Society of Pennsylvania.

>3 “Where is Proserpine?” Carey wrote to Powers in May, 1844, “I begin to fear that she
may have left the earth forever.” In July, Powers responded, “The first attempt at

Proserpine in marble has been abandoned after the work was very far advanced, for I
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version of Proserpine was his elimination of her classical drapery and the addition of her
crown and a woven basket of narcissus flowers as a base, from which the nude girl’s
breasts and shoulders emerge; however, the bust is set apart from Powers’ two earlier
efforts not only by its nudity and elaborate base, but by an entirely different type of face
(fig.26). Both A Country Woman and the first version of Ginevra have somewhat heavy,
strong-featured faces, influenced by both the living example of Anna Ward and the
abundance of ancient Roman statuary that Powers studied in Italy.”* This fact led Lady
Rosina Wheeler Bulwer-Lytton to comment bitingly in 1841 that Ginevra was “...much
older than the poet’s youthful creation, [and] might have passed for Cornelia or any other
Roman matron.””

By the time Powers modeled Proserpine, his ideal of feminine beauty had
changed. Although Proserpine retains the straight, high-bridged “Greek” nose that was

nearly ubiquitous in nineteenth-century ideal statuary, Powers rendered it smaller and less

pronounced. The contours of her heart-shaped face are also softer and rounder. Her

never liked the model...” Edward Lea Carey to Hiram Powers, 21 May 1844, and Hiram
Powers to Edward Lea Carey, 1 July 1844, cited in Wunder, Hiram Powers, vol.1, 138.

>* The Florentine sculptor Lorenzo Bartolini (1777-1850) visited Powers’ studio in
January, 1839. In a letter to John Smith Preston, Powers related that Bartolini, whom he
greatly admired, advised him against using Greek and Roman statues as models for his
own sculpture, stating emphatically that such works had features that were too “hard and
sharp,” and were “good for nothing but to lead artists out of the proper road.” Bartolini
endowed his own statues with sweet, soft, large-eyed faces that conformed to modern
ideals of beauty. Hiram Powers to John Smith Preston, 13 February 1839, cited in
Wunder, Hiram Powers, vol.1, 114. There is no doubt that Bartolini had a profound
impact on Powers’ evolving style. See Douglas Kirk Samuel Hyland, “Lorenzo Bartolini
and Italian Influences on American Sculptors in Florence (1825-50),” Ph.D. dissertation
University of Delaware, 1980.

>> Giberna [Lady Rosina Wheeler Bulwer-Lytton], “The Arts—Modern Art and Artists in
Italy,” Court Journal (London), 8 May 1841: 1186-87.
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broad, smooth forehead flows down into plump cheeks that taper to a dainty chin. Her
hooded, downcast eyes are unusually large, her mouth delicate and small. To any mid-
nineteenth-century viewer, she would have been immediately familiar. The same face
peers demurely from countless pages of Godey’s Lady’s Book and Grahams Magazine,
and from the popular chromolithographs of Currier & Ives. It is a type that Lois Banner
has described as “the steel-engraving lady... Her face is oval or heart-shaped. Her eyes
gaze into the distance or are downcast. Her chin is soft and retreating. Her mouth is tiny,
resembling a ‘bee stung cupid bow’ or a ‘rosebud’...Her shoulders slope; her arms are
rounded... her complexion is white...””® Once he had modeled Proserpine, Powers used
this type of face for all his ideal female heads. In particular, his bust Psyche (1848;
Cincinnati Art Museum) has a face nearly identical to Proserpine’s. He also re-modeled
Ginevra, giving her a new, Proserpine-like face as well as a new costume, in 1863.
Powers’ decision to abandon antique prototypes in favor of this modern style of
beauty may well have been precipitated by Carey himself. Together with his partner,
Abraham Hart, Carey was the foremost American publisher of illustrated gift books in the
1830s and early “40s.”” These collections of sentimental prose and verse, accompanied by
copious engravings, were—as their name implies—frequently exchanged as gifts. They
were also shared among friends and read collectively by nineteenth-century book groups.
As Stephanie Mayer has discovered, the antebellum gift book industry had a profound

effect on the styles and subjects chosen by American artists—many of whom also

>® Lois W. Banner, American Beauty (New York: Alfred A. Knopf, 1983), 46.

>7 Carey & Hart’s publications during these years include The Gift, The Violet, The
Diadem, The Ruby, The Literary Souvenir, The Evergreen and The Iris, all serially issued
gift books.
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contributed illustrations to these publications.’® Carey was an avid art collector who, not
surprisingly, had a taste for sentimental genre paintings that closely resembled the
illustrations in his gift books—engraved scenes that featured innumerable large-eyed,
sweet faced maidens (fig.27). Powers must have felt certain that Proserpine’s “steel
engraving lady” face would please Carey and, through him, a broad, gift-book-reading
section of the American public. Although Carey died before seeing the completed bust,
Powers’ instinct was correct.

By sculpting a modern, popular ideal of feminine beauty in flawless, white,
Serevezza marble, the sculptor canonized that ideal—conferring a mantle of high-culture
legitimacy upon it. His audience was appreciative to the point of being overwhelmed.
The popular American author and social reformer Sarah Clarke (a.k.a. Grace
Greenwood), who saw the bust at an 1849 exhibition of Powers’ sculpture in Boston,
related:

The [Greek] Slave and the head of Proserpine, I had seen before. Though the

former, from its touching associations, impresses and interests one most, the later

is undoubtedly the most beautiful... Indeed, the sense of its surpassing loveliness

weighs on the heart, and fills the eyes with tears. I do not know that Proserpine
‘tells its own story,” as severe critics require that every work of art should do, but

** I am grateful to Stephanie Mayer of Boston University for sharing her research on this
subject related to her forthcoming dissertation. Other sources of information about gift
books include: Ralph Thompson, American Literary Annuals and Gift Books, 1825-1865
(New York: H. W. Wilson Co., 1936); David S. Lovejoy, “American Painting in Early
Nineteenth-Century Gift Books,” American Quarterly 7 (Winter 1955): 345-61;
Benjamin Rowland, Jr., “Popular Romanticism: Art and the Gift Books 1825-1865,” Art
Quarterly 20 (Winter 1957): 365-81; and Ann Katherine Martinez, “’Messengers of
Love, Tokens of Friendship’: Gift-Book Illustrations by John Sartain,” in Gerald W. R.
Ward, ed., The American Illustrated Book in the Nineteenth Century (Winterthur, Del.:
Henry Francis du Pont Wintherthur Museum, 1987), 89-112.
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it certainly tells a story of an exquisite head, and throat, and bosom—of an
adorable face—of an absolutely perfect womanly beauty.”

“What a lovely face!” exclaimed a writer for the Southern Literary Messenger, “If the

daughter of Ceres was half as beautiful, I wonder not that Pluto bore her away...”®

Writing of a visit to Powers’ studio, Bayard Taylor observed:

Now I come to the last and fairest [sculpture] of all—the divine Proserpine. Not
the form—for it is but a bust rising from a capital of acanthus-leaves which curve
around the breast and arms and turn gracefully outward —but the face, whose
modest maiden beauty can find no peer among goddesses or mortals. So she
looked on the field of Enna —that “fairer flower” soon to be gathered by “gloomy
Dis.” A slender crown of green wheat-blades, showing alike her descent from
Ceres and her virgin years, circles her head. Truly, if Pygmalion stole his fire to
warm such a form as this, Jove should have pardoned him.”"'

Finally, a reviewer for Godey’s Lady’s Book gushed:

...the most beautiful thing this side of heaven, we were going to say, is the bust of
“Proserpine,” by Hiram Powers. A head perfectly formed; every feature tremulous
with emotion; a delicate play of the smaller muscles around the mouth, never
before seen in marble; a neck and throat of surpassing grace, joined to a bosom
and shoulders of the softest and most delicate curvature; all stamp it as a
masterpiece. The basket of flowers is a pretty device to avoid the fragmentary
appearance usual in busts, and is exquisitely chiseled. This bust of “Proserpine,”
to our taste, is worth as many such whole length figures of the “Greek Slave,” as
could stand between here and the Vatican.”®*

The tremulous emotion that the reviewer for Godey ’s perceived in Proserpine was

not apparent to everyone. A writer for The lllustrated Magazine of Art found the bust

*® Grace Greenwood, Greenwood Leaves: A Collection of Sketches and Letters by Grace
Greenwood (Boston: Ticknor, Reed, and Fields, 1850), 263.

% Cecilia, “Memories of Home Travels,” Southern Literary Messenger 20 (January
1854): 30.

%' Taylor, Views A-foot, 298.

62 «“Notices of the Fine Arts,” Godey’s Lady’s Book 39 (September 1849): 219.
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“too cold for flesh and blood, and too still for mortal life.”®

In fact, the face that Powers
modeled is technically expressionless. With her head angled slightly down and to the
side, the trajectory of her gaze misses the viewer and her features are perfectly at rest;
however, two factors created the illusion of animation and expression for many of
Proserpine’s nineteenth-century viewers. The first of these is lighting. Powers was aware
that the crystalline structure of white marble softened hard contours, absorbed light, and
created translucent shadows. He invented special tools for abrading the surface of his
sculptures in order to create a texture like real skin, making his sculptures seem soft,
pliant and erotically touchable. A light source, placed in proper relation to the translucent
surface of the bust could create the shadows that gave Proserpine’s face expression.** If
this light source were fire or candlelight, or—a more common lighting source at this
time—an oil or paraffin lamp, the shifting motion of the flames might even create the

“delicate play of the smaller muscles around the mouth” that the reviewer for Godey’s

. 65
noticed.

83 “Hiram Powers,” The Illlustrated Magazine of Art, 3, no.15 (1854): 220.

% In a letter to Miles Greenwood, who had purchased a re-worked version of Ginevra in
1868, Powers admonished him for placing the bust in a first-floor window of his house.
In addition to creating a gaudy “shop window” effect, Powers warned that “unless it is
placed properly—that is to say—in a single light at an elevation sufficient to bring the
shadow of the nose down to the verge of the upper lip—the expression intended will not
be seen, nor will all the pains I have taken be justified.” Hiram Powers to Miles
Greenwood, 28 January 1869, Hiram Powers Collection, Cincinnati Historical Society
Library.

%5 See Wolfgang Schivelbusch, Disenchanted Night: The Industrialization of Light in the
Nineteenth Century (Berkeley: University of California Press, 1995) 155-189. Gaslight
was harsh and glaring and produced a bad smell. It was therefore not popular for
domestic lighting.
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The second factor that created the illusion of expression in Proserpine’s face was
simply viewers’ will to relate to the bust empathetically. As one admirer recounted in a
poem:

That half-averted face—how passing fair!

The smile that lingers round the curving mouth

With mournful meaning filled; the pensive brow

So beautifully calm and passionless;

The rounded cheek that seems as it would yield

Beneath a finger’s weight; the wavy hair

About the imperial head; and more than all,

The chasten’d woman’s look of tenderness,

That pleads in every line, and longs to break

The trembling silence of those breathing lips!®®
This viewer saw Proserpine not only as a “true woman”—as Barbara Welter has defined
that mid-century feminine ideal—but as a woman who, though passionless, was deeply
emotional, and who longed to speak to her observer.®’ As this viewer’s reaction suggests,
most nineteenth-century men and women did not assess ideal sculpture in cool, formal
terms, nor did they dismiss these works as merely decorative. Rather, they viewed ideal
sculpture sentimentally—that is, they expected to find a touching human drama in each
statue and they hoped to be moved, preferably to tears. Recognizing emotion in the
marble figure before them, and experiencing that emotion vicariously, was a vital part of
this process. Aware that his ideal busts and statues would be viewed in this way, Powers

wisely made their “expressions” so subtle as to be almost completely subjective. In this

way, he opened them to a range of interpretations over time. Proserpine could be a fond

% M.J. [Margaret Junkin Preston], “Thoughts, Suggested by Powers’ Proserpine,”
Southern Literary Messenger 15 (February 1849): 100.

7 Welter, “The Cult of True Womanhood: 1820-1860.”
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wife one day and a kidnapped girl the next, depending on the light and the viewer’s
mood.

Although her “expression” was changeable, nineteenth-century viewers associated
the physical type embodied by Proserpine with a particular, fixed personality: feminine,
sweet, gracious, retiring, refined, and domestic.®® For instance, in the August, 1845 issue
of Godey’s Lady’s Book, a colored engraving titled “A Domestic Scene” depicts a woman
with features and posture nearly identical to Proserpine’s (fig.28). As she gracefully
holds a cup of tea, she watches over her sleeping baby with her pretty, well-behaved
daughter standing attentively near-by. Her tastefully arranged parlor blooms with potted
flowers. She embodies the mid-nineteenth century ideal of “true womanhood.” As
Charles Colbert has demonstrated, such correlations between physical appearance and
character were reinforced and granted legitimacy by the pseudo-scientific theories of
phrenology and physiognomy—theories that enjoyed wide popular acceptance in the
United States and England during the 1840s, and to which Powers himself subscribed.®’
Physiognomy and phrenology transformed each human head into a text, in which the
character of its owner could be read. According to these theories, Proserpine’s wide brow
denoted spirituality, her large eyes expressed her loving, empathetic nature, the rounded

back of her head showed her to possess abundant filial affection, her long neck

%8 See Caroline Ticknor’s satirical article, “The Steel-Engraving Lady and the Gibson
Girl,” The Atlantic Monthly 88 (July 1901): 105-10.

% Charles Colbert, A Measure of Perfection: Phrenology and the Fine Arts in America
(Chapel Hill: University of North Carolina Press, 1997). Colbert reveals that Powers was
so anxious about the bumps behind his baby daughter’s ears (bumps that, phrenologists
believed, corresponded to destructiveness and sexual passion) that he regularly applied
leeches to those spots. Ibid., 193.
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communicated gentleness and her delicate chin showed her to be discreet and somewhat
timid. Finally, the downward tilt of her head revealed modesty and a tendency to
melancholy.” In short, Proserpine’s physiognomy reinforced the bust’s sentimental,
mythological narrative.

Powers’ deft combination of a modern feminine ideal with a well-known
sentimental narrative proved potent. Even before he had completed the first version of
Proserpine for Carey, he was commissioned to make a second. In the end, Powers’ studio
produced at least 156 copies of Proserpine, more copies than were produced of the bust
and full-length versions of his more celebrated Greek Slave combined.”' Powers created
abbreviated versions and a two-thirds reduction of the bust and, as time passed, he
progressively simplified its base. In this way, he could offer buyers a range of styles and
prices, and he could also speed up production.

Powers carved his first, elaborate flower basket base for Proserpine only once, for
Carey’s version. The process of carving it was so time-consuming that, by the time it
finally arrived in Philadelphia, Carey had died. For his second version of the bust, Powers
designed a new base of acanthus leaves. Though faster and easier to carve than the basket
and flowers that had preceded them, these leaves similarly softened the lower portion of
the bust and gave Proserpine the charming appearance of resting, half-hidden, in
vegetation (fig.29). Acanthus leaves also symbolize immortality, thus drawing attention

to the parallel between the story of Ceres and Proserpine, with its theme of loss and

7 In addition to Colbert, see also the extremely popular treatise on physiognomy, The
Physiognomist’s Own Book: An Introduction to Physiognomy Drawn from the Writings
of Lavater (Philadelphia: James Kay Jun., & Brother; Pittsburgh: C. H. Kay & Co.,
1841), 9-18, 25, 35, 77.

" Wunder, Hiram Powers, vol.2, 188-202; 169-176.
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reunion, and Christian beliefs about rebirth and reunion in heaven. By 1849, Powers had
also created a model of Proserpine with a plain base and a simple, beaded border that
revealed a few additional inches of the figure’s torso (fig.18). The first buyer of this

version was Horace Greeley.

Horace Greeley

Greeley was born in Amherst, New Hampshire in 1811.7

His parents were poor New
England farmers who had lost their land and moved about New England as sharecroppers
and day laborers. After leaving school at fourteen, the precocious Greeley became an
apprentice typesetter for a local Vermont newspaper. By 1841, he had worked his way up
to being the editor and half-owner of the New York Tribune. Greeley was aided in his
rapid professional rise by powerful friends within the Whig party; however, it soon
became clear that his populist and reformist beliefs extended far beyond the Whig
platform. During the 1840s, Greeley used his position as editor to champion a range of
social causes including the abolition of slavery and capital punishment, women’s rights,
universal suffrage, labor unions, a minimum wage, and the communitarian beliefs of the

French socialist Charles Fourier. Seemingly unafraid of unpopular stances, he opposed

alcohol, tobacco and the Mexican War. The columnists he hired included Margaret

72 Biographies of Greeley are numerous, and include Robert C. Williams, Horace
Greeley: Champion of American Freedom (New York: New York University Press,
2006); Eric S. Lunde, “Horace Greeley,” in American National Biography, vol.9 (New
York and London: Oxford University Press, 1999), 467-70; Suzanne Schulz, Horace
Greeley: A Bio-Bibliography (New York: Greenwood Press, 1992); Glyndon G. Van
Deusen, Horace Greeley: Nineteenth-Century Crusader (Philadelphia: University of
Pennsylvania Press, 1953); Horace Greeley, Recollections of a Busy Life (New York: J.B.
Ford & Co., 1868).
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Fuller, Elizabeth Cady Stanton, and Karl Marx.” During a single term as a United States
Representative in 1848-49, he alienated political foes and allies alike with his vitriolic
attacks on government corruption. He became a founding member of the Republican
Party in 1854, but remained on the radical fringe of that party as well.

Greeley was also considered to be personally odd. He wore a distinctive white hat
and coat all year round. He disdained etiquette. Although he lived in a fashionable New
York neighborhood, he kept goats in his backyard (they got loose periodically and
wreaked havoc). For several years, the unmarried Margaret Fuller lived with him and his
family. He did not, like Fourier, decry the institution of marriage. In fact, his views on the
subject were uncharacteristically conservative; however, his ongoing battle with social
conventions left him open to charges of eccentricity and immorality.”* Long before the
cartoonist Thomas Nast (1840-1902) annihilated Greeley in the pages of Harpers Weekly
during his ill-fated presidential run in 1871-72, Greeley was the subject of numerous
satirical attacks. In an 1848 lithograph published by Henry R. Robinson, titled “Misery

Acquaints a Man with Strange Bed-Fellows,” Greeley and his rival editor James Watson

7 For Greeley’s transmission of radical European ideas to the United States, see Adam-
Max Tuchinsky, “Horace Greeley’s Lost Book: ‘The New York Tribune’ and the Origins
of Social Democratic Liberalism in America,” Ph.D. dissertation, The University of
North Carolina at Chapel Hill, 2001.

7 Greeley put forward his views on marriage in 1853, during a debate between himself,
Henry James, Sr. and Stephen Pearle Andrews. Greeley stated, “Polygamy is not an
experiment to be first tried in our day; it is some thousands of years old; its condemnation
is inscribed on the tablets of Oriental history; it is manifest in the comparative
debasement of Asia and Africa. The liberty of Divorce has been recognized by great
historians as one main cause of the corruption and downfall of the Roman Empire. The
sentiment of chastity becomes ridiculous where a woman is transferred from husband to
husband, as caprice or satiety may dictate.” Stephen Pearle Andrews, ed., Love, Marriage
and Divorce (1853, repr., Molinari Institute, 2005), Section 3, http://praxeology.net/HJ-
HG-SPA-LMD-3.htm (accessed 20 October 2005).
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Webb (who both supported Zachary Taylor for president) appear cuddling together in a
large four-poster bed with their respective newspapers stacked on top of one another on
the bedside table and their clothes draped over two chairs in the foreground (fig.30).

As unconventional as Greeley was, his admiration for Hiram Powers was
perfectly in keeping with the mainstream of mid-nineteenth-century American upper and
middle-class culture. Greeley’s interest in Powers seems to have begun in 1847 during
the national tour of the Greek Slave. He wrote a glowing review of Powers’ celebrated
statue in the Tribune that echoed, point-for-point, the press testimonials re-published in
Minor Kellogg’s promotional pamphlet. Claiming that his praise was but “...a feeble
expression of the delight, the joy, as if at a new revelation of the divine treasures of
Beauty, the religious elevation of feeling which seems to flow from the marble like
inspiration,” Greeley continued:

...in that nakedness she is unapproachable to any mean thought. The very

atmosphere she breathes is to her drapery and protection. In her pure unconscious

naturalness, her inward chastity of soul and sweet, womanly dignity, she is more
truly clad than a figure of lower character could be thought ten times robed.

Indeed, no one can feel that anything is wanting, and the longer you gaze the

deeper is your sense that so noble an ideal of beauty and of Woman could only

thus be seen.”
In 1851, Greeley served on the jury for the American exhibition in the Crystal Palace in

London, where the Greek Slave was again prominently displayed. From London, he

embarked with his family on a Grand Tour, recording his experiences in a book, Glances

" Horace Greeley, “The Greek Slave,” New York Daily Tribune, 31 August 1847, cited in
Wunder, Hiram Powers, vol.1, 220. As I discussed in Chapter 1, the Greek Slave
celebrated the Western model of marriage, reinforcing it against attacks from
contemporary dissenters including Charles Fourier, Robert Dale Owen and the Mormon
Church, among many others. Although Greeley considered himself a defender of
women’s rights, his views on marriage, cited above, were very similar to Powers’.
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at Europe, which was published the same year. In it, Greeley described a visit to Powers’

studio:
I saw nothing in Rome with greater pleasure or profit than I derived from the hour I
spent in the studio of our countryman Powers... The abundance of orders constantly
pouring in upon him at his own prices does not induce him to abandon nor postpone
his efforts in the ideal and more exalted sphere of his art, but rather to redouble those
efforts; and it will yet be felt that his “Greek Slave” and “Fisher Boy,” so widely
admired, are not his loftiest achievements. I defy antiquity to surpass—I doubt its
ability to rival—his “Proserpine” and his “Psyche” with any models of the female
head that have come down to us... I do not see how they could be excelled in their
own sphere...”®

Despite his effusive praise, four years earlier, of the Greek Slave, and his recent oversight

of that sculpture’s installation in a prominent place at the Crystal Palace, Greeley now

believed that Powers’ ideal busts Proserpine and Psyche were even “loftier”

conceptions.”’

Greeley’s experience of visiting Powers’ studio probably accounts, at least in part,

for his new partiality. By 1851, Powers had become adept at sizing up potential

7% Horace Greeley, Glances at Europe in a Series of Letters from Great Britain, France,
Italy, Switzerland, &c., During the Summer of 1851 (New York: Dewitt & Davenport,
1851), 216-17.

77 In his opinion of these busts, Greeley differed sharply with the young art critic he had
recently hired at the Tribune, George William Curtis. Curtis, who saw the bust of
Proserpine along with Powers’ Greek Slave, Fisher Boy and Eve Tempted in the more
neutral (and evenly lit) setting of the exhibition hall at the New York Crystal Palace
Exhibition in 1853, brought a professional eye to bear on these works. He concluded,
“Here are four heads, and every one of them is flat, barren, soulless, senseless. The
statues, if the heads were knocked off, would command universal applause; but the eyes
which can see meaning in either of these four faces, must be greatly aided by the fancy of
their possessor.” Curtis’s review is re-printed in Horace Greeley, ed., Art and Industry as
Expressed in the Exhibition at the Crystal Palace New York, 1853-4 (New York:
Redfield, 1853), 54. Although this review was published anonymously, and has
frequently been misattributed to Greeley himself, David Dearinger has identified Curtis
as the Tribune’s sole art critic in the early 1850s. See David Dearinger, ed., Rave
Reviews: American At and its Critics, 1826-1925, exh. cat. (New York: National

Academy of Design, 2000), 71-72.
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customers and making just the right sales pitch to them. He typically ushered American
tourists into his parlor where his wife served them gingerbread and coffee, and his
daughters sang and played popular American songs on the piano. Then, leaving their
children behind with his own, he ushered them into his studio. By the time the Greeleys
moved from the sociable atmosphere of Powers’ parlor to his studio, the sculptor was
probably well aware that they were not in the market for a full-size Greek Slave, which in
1851 was selling for $4000 (the equivalent, according to the Consumer Price Index, of
$95,000 in today’s currency). Not only were busts considerably cheaper, they also fit
more easily into the narrow parlors of New York row houses such as the Greeleys’.
Nathaniel Hawthorne and his wife also visited Powers’ studio in the 1850s, and
Hawthorne recounted, with a combination of wry humor and genuine admiration, how
Powers presented his ideal busts to them:
...Powers showed us his two busts of Proserpine and Psyche, and continued his
lecture by showing the truth to nature with which these are modelled [sic.]. |
freely acknowledged the fact; there is no sort of comparison to be made between
the beauty, intelligence, feeling, and accuracy of representation in these two faces
and in that of the Venus de’ Medici. A light—the light of a soul proper to each
individual character—seems to shine from the interior of the marble, and beam
forth from the features, chiefly from the eyes. Still insisting upon the eye and
hitting the poor Venus another and another blow on that unhappy feature, Mr.
Powers... made us see and confess that there was nothing right in the Venus and
everything right in Psyche and Proserpine. To say the truth, their marble eyes
have life, and, placing yourself in the proper position toward them, you can meet
their glances and feel them mingle with your own.”®

It is clear from this passage that Powers not only delineated the virtues of his sculptures

vis-a-vis respected, well-known works of ancient art, he also showed potential buyers

7¥ Nathaniel Hawthorne, Passages from the French and Italian Note-Books of Nathaniel
Hawthorne, vol.2 (Boston: James R. Osgood and Co., 1876), 24.
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how to look at them and appreciate them sentimentally. Assuming that the Greeleys
received a similar lecture, it is no wonder that they bought a bust of Proserpine.”

The Greeleys didn’t purchase their bust immediately. Instead, they ordered it after
they had returned home through Horace Greeley’s friend Thurlow Weed, who was then
living in Italy. Upon receiving the order, Powers wrote to Horace Greeley asking what
kind of border he would prefer and—perhaps with the knowledge that the Greeleys’
budget was limited—suggesting a plain border. Powers stressed that “the majority of
persons of taste in the arts” preferred the plain border and noted that it “has the advantage
of showing more of the figure, that is, the bust.” He added, “I should certainly prefer it

for myself.”™

The Greeleys chose a version of Proserpine with a plain border and paid
Powers seventy-five British pounds—the equivalent, according to the British Retail Price

Index, of about $10,000 in today’s U.S. currency. This was roughly half the annual rent

that the Greeleys paid for their Gramercy Park townhouse.*'

7 In his 1863 novel, Americans in Rome, Henry P. Leland included a thinly veiled parody
of Powers in his character of the American expatriate sculptor Chapin. When asked his
opinion of the Acropolis by a group of tourists, to whom he is attempting to sell a copy of
his statue “The Orphan,” Chapin replies, “There was some sentiment in those days, but it
was all of the religious stripe; they didn’t come down to domestic life and feelin’; they
hadn’t made the strides we have towards layin’ open art to the million—toward
developin’ hum feelings.” Henry P. Leland, Americans in Rome (New York: Charles T.
Evans, 1863), 36-37.

% Hiram Powers to Horace Greeley, 28 July 1852, Hiram Powers papers, Archives of
American Art, Smithsonian Institution, cited in Wunder, Hiram Powers, vol.2, 194.
Wunder suggests that Powers’ decision to push the plain border with Greeley was
motivated by his desire to give this more profitable version of his bust the greatest
possible exposure. Ibid., vol.1, 276

81 Parton, Life of Horace Greeley, 427

97



The Greeleys’ Townhouse
Horace and Mary Greeley lived from 1850 until 1863 in a three-story, Italianate row
house at 35 East 19™ Street, in the Gramercy Park neighborhood. After 1853, they
divided their time between this house and their rural home (with a working farm) in
Chappaqua, New York.*? East 19" Street was a prosperous, upper-middle-class
neighborhood in the 1850s.*’ The Greeleys’ house was two blocks from Fifth Avenue—
within comfortable strolling distance of the Haights’ palatial Italianate mansion. Yet,
though they lived in close proximity to the wealthiest neighborhood in Manhattan, their
house was far from remarkable.®* Located on the north side of the street, it was made of
brick painted to resemble the more fashionable brownstone. It was an attached row house
that shared its east and west walls with its neighbors, and was twenty feet wide and fifty
feet deep. Its stoop led up to a door on one side of the facade, next to which a window
looked into the front parlor. On the fagade above were four more windows that opened
into the upper floors.

According to the description of the Greeleys’ house related by Parton, the front door

opened into a narrow entrance hall ““...and the stairs, narrower still, begin at a few feet

52T am grateful to Betsy Towl, Executive Director of the Horace Greeley House and New
Castle Historical Society in Chappaqua, New York, for providing this information and
assisting me with my research generally.

%3 According to the 1850 federal census, Greeley’s neighbors were physicians, lawyers
and merchants. New York, New York County, 1850 U.S. Census, population schedule,
143, accessed through Ancestry.com, 16 July 2004.

% The size, shape and exact location of the Greeleys’ house can be seen in William
Perris, Maps of the City of New York, vol.5 (New York: Perris & Browne, 1857), 48. A
god idea of the appearance of its facade can be gleaned from photographs of other row
houses along this block of East 19" Street, in the collection: Photographic Views of New
York City, Prints and Photographs Division, New York Public Library.
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from the door, affording room only for the hat stand and a chair.”®* The plan of the
Greeleys’ home was typical for a New York row house built before the 1850s.* The first
floor contained the entrance hall, stairs, and three connected rooms: a front parlor, a back
parlor of the same size, and a smaller “tea room” at the very back of the house. One of
these rooms was usually used as a formal dining room; however, the Greeleys used all
three as parlors, a fact that suggests their frequent use of these rooms for large social
gatherings.®” Given the Greeleys’ reformist sympathies, it’s almost certain that they
hosted political meetings in their home.

Of all the rooms in a typical nineteenth-century middle or upper-class house, the

parlor was the one that best articulated the idea of “home.”*®

It was both a private space
used by members of a family and a semi-public space in which guests were entertained.
Because of its dual role, visitors understood that a parlor revealed much about the private,
domestic life of its owners. Furthermore, a parlor’s arrangement and décor always
resulted from a combination of convention and personal taste. For this reason, as

Katherine Grier has argued, it expressed a family’s relationship to the values of the larger

culture.* Through their parlors, nineteenth-century men and women strove to present

8 Parton, Life of Horace Greeley, 428,

8 See Lockwood, Bricks and Brownstone, 164-67.

87 Parton, Life of Horace Greeley, 428-29. The Greeleys probably ate their meals in the
basement, in a room adjacent to the kitchen. On the upper floors would have been
bedrooms, informal sitting rooms and servant’s quarters.

% Logan, The Victorian Parlor, 105.

% Katherine C. Grier, Culture and Comfort: Parlor Making and Middle-Class Identity,
1850-1930 (Washington and London: Smithsonian Institution Press, 1988), 89.
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themselves in a favorable light—as refined, well-traveled, interesting and domestic. As
Thad Logan has pointed out, parlors also existed to provide physical and emotional
comfort to their owners.”’ This comfort could be provided by soft upholstery, good light,
beautiful objects and a warm fire. It could also be provided by décor that reaffirmed a
family’s world view, and expressed a favorable image of them.
According to the description in Parton’s biography, the Powers’ parlors were:
...curiously furnished...the inventory of the furniture would read thus:--One
small mahogany table at the head of the front parlor, one lounge in ditto; eleven
light cane chairs in front and back parlors; one bookcase of carved black-walnut
in the small apartment behind the back parlor; and, except the carpets, not another
article of furniture in either room. But the walls were almost covered with
paintings; the mantle-pieces were densely peopled with statuettes, busts, and
medallions; in a corner on a pedestal stood a beautiful copy of (I believe) Powers’
Proserpine in marble; and various other works of art were disposed about the floor
or leaned against the walls. Of the quality of the pictures I could not, in that light,
form an opinion. The subjects of more than half of them were religious.”!
In a later nineteenth-century biography of Horace Greeley, Lurton Dunham Ingersoll
affirmed that Greeley’s “...furniture was not of the finest. But in his European travels, he
had met with paintings and sculptures which he liked, and... his home became somewhat
crowded with paintings and statuary.” Despite his assertion that his subject “cared little,
perhaps nothing, for display,” Ingersoll acknowledged that Greeley’s décor produced an

air of “unostentatious refinement” and “beautiful simplicity” that made a deep impression

on visitors.”?

*Ibid., 76.
°I Parton, Life of Horace Greeley, 428.

*2 Lurton Dunham Ingersoll, The Life of Horace Greeley (Philadelphia: Potter & Co.,
1873), 370.
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Some intrepid Americans displayed their marble busts in the centers of their
parlors. For instance, in Edward Lamson Henry’s (1841-1919) portrait of Mr. and Mrs.
John Ballard in the front parlor of their Brooklyn row house, Harriet Hosmer’s (1830-
1908) bust Medusa (1854; The Detroit Institute of Arts) sits on its pedestal just behind
the center table, where the figure appears almost to be a third member of the family
(fig.31). More commonly though, busts were placed against walls or (as in the case of the
Greeleys’ bust) in corners, where they would be out of the way of foot traffic.”> Hamilton
Fish placed his version of Proserpine just to one side of his fireplace, where the play of
firelight must have enhanced its effect (fig.20). The Greeleys, on the other hand, relied on
gas light, which (as Parton’s observer notes) made their artwork difficult to appreciate.”*
Because it was harsh, and could produce an unpleasant smell, gaslight was condemned by
writers on domestic decoration as a “common” form of lighting; however, it was so
inexpensive compared to oil or paraffin lamps that, by the middle of the nineteenth
century, it was nearly ubiquitous in middle-class homes.”> While the very wealthy could
afford to eschew gaslight, the Greeleys (who were continually overextended financially)

likely could not, except for on the most formal occasions. Still, despite the harsh lighting,

%3 See, for example, the photograph of Gardner Brewer’s parlor, with Powers’ bust Clytie
in the corner, in Clark, 4 Marble Quarry, 86.

% The anonymous visitor in Parton’s biography relates that Mary Greeley proceeded him
into the parlors to light the gas before returning to her children upstairs. Parton, Life of’
Horace Greeley, 428.

%> See Sara Milan, “Refracting the Gasolier: Understanding Victorian Responses to
Domestic Gas Lighting,” in Inga Bryden and Janet Floyd, eds., Domestic Space: Reading
the Nineteenth-Century Interior (Manchester and New York: Manchester University
Press, 1999), 84-102.
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the relative spareness of the Greeleys’ parlors served to focus attention on their artworks,
and on Powers’ life-size, white marble bust in particular.

As Logan has shown, parlors were repositories of a wide range of objects that
symbolically expressed (and, I would argue, constructed) ideas about gender, race, social
class, and the relationship of public and private life.”® In the Greeleys’ parlor, their bust
of Proserpine functioned in just this way. It also framed the Greeleys as well-traveled,
refined connoisseurs and fond parents, modeled genteel behavior, and contributed to the
sentimental, domestic atmosphere of their home. Finally, the Greeleys undoubtedly
experienced pleasure and emotional satisfaction in contemplating an object they found
both beautiful and moving.

Although European travel became easier, faster, cheaper and far more common
after the advent of commercial steam ships, it was still a rare privilege for Americans in
the 1850s. Those who made a Grand Tour generally returned home with as many trophies
as their budgets and their living spaces could accommodate.”” The Greeleys were no
exception. A partial list of their purchases, related by Horace Greeley’s niece Cecelia
Cleveland in 1874, includes both copies of well-known, old master paintings and
“original” oil paintings by Lucas Cranach and Guercino, among others. In addition to
Proserpine, the Greeleys purchased several supposedly antique marble busts and

figurines, and an array of bibelots, including a mosaic card table, several antique

9 Logan, The Victorian Parlor, xiii, 31-37.

97 See for instance, Alice P. Kenney, “Kate Gansevoort’s Grand Tour,” New York History
67 (October 1966): 343-61; Mary Ellen Martin, “Nineteenth-Century Salem on the Grand
Tour”; Annette Woolard, “Nineteenth-Century Delawareans and the Grand Tour,”
Delaware History 22 (Spring/Summer 1987): 125-157; Jeff Mansell, “Souvenirs from the
Grand Tour,” Alabama Heritage 29 (Summer 1993): 21-25.
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medallions and a model of the tomb of Scipio.”® These items served as personal
mementos and also spoke to the Greeleys’ visitors of their European travels. Their décor
clearly communicated the idea that art and travel should come before upholstery—a
sentiment that anticipated the advice of Catherine Beecher and Harriet Beecher Stowe,
who warned in 1869 that expensive furniture contributed nothing to the moral sensibility
of a household, while judiciously chosen artworks were educational tools that rendered
the entire family more sensitive and refined.”” The Greeleys’ parlor décor, though
unusual, aptly expressed their identity as well-traveled, intellectual social reformers.
Although Horace Greeley was socially progressive to an unusual degree, his bust
of Proserpine aligned him and his family with more widely-shared cultural values. As
Wendy Katz has argued, “The taste for ideal sculptures... expressed adherence to values
of self-control, surfaces designed to please others, and the willingness to interpret those
constrained surfaces for evidence of inner and honorable character.”'* Proserpine, which
Powers imbued with the restraint and repose typical of his ideal figures, modeled the
“genteel performance” through which middle and upper-class Americans constructed

their identity, and with which they justified and naturalized their social power.'”' As

%8 Cecilia Cleveland, The Story of a Summer; or, Journal Leaves from Chappaqua (New
York: G. W. Carleton & Co,. 1874), 114-24.

9 Beecher and Stowe, The American Woman’s Home, chap. 6,
http://www.gutenberg.org/dirs/etext04/mrwmh10.txt.

10 Katz, Regionalism and Reform, 171.

%" In his study of nineteenth-century etiquette books, John Kasson argued that middle
and upper class Americans constructed their identity, in part, through this “genteel
performance” John F. Kasson, Rudeness and Civility: Manners in Nineteenth-Century
Urban America (New York: Hill & Wang, 1990).
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Karen Halttunen has demonstrated, the mid-nineteenth-century parlor was, daily, the site
of such performances.'**

As Halttunen has argued, the parlor was also a site where men and women had to
negotiate the contradictory demands of gentility and sentimental culture. On one hand,
the code of genteel behavior required them to restrain their bodies and limit their
expression of feeling. On the other, the prevailing sentimental culture encouraged the
intense experience of emotions as a sign of natural refinement. Nineteenth-century
viewers’ sympathetic responses to Proserpine, like their responses to The Greek Slave,
were rendered more acute by the fact that both figures seem to conceal intense emotions
behind an impassive mask, erected both as a mark of their gentility and as a barrier to the
threatening, invasive gazes of the outside world. An 1852 wood engraving, published in
Graham’s Magazine, shows a sensitive young woman's humorously unsuccessful attempt
to maintain a genteel calm while on display in an opera box (fig.32).'”® Her body
language, while exaggerated, is similar to Proserpine’s.'"

In addition to being the site of daily, polite performances, the parlor was also

occasionally a stage on which its owners performed actual amateur theatricals before

192 Halttunen, Confidence Men and Painted Women, 153-190.
103

The article which this engraving illustrates is Thompson Westcott, “The Physiology of
Dandyism: What Dandies Do," Graham's Magazine 40 (May 1852): 471.

1% Significantly, this illustration appears only a few pages away from Horace Greeley's
review of The Greek Slave at the Crystal Palace, in which he describes the figure
standing, “constantly surrounded by a swarm of admirers." Greeley, "The Crystal Palace
and Its Lessons," Graham's Magazine 40 (May 1852): 476. The idea that the body could
be transformed into a barrier between a threatening, judgmental, outside world and an
inner world of intense emotion mirrors, in microcosm, the rhetoric of separate spheres,
wherein the walls of the home serve the same purpose.
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family members and friends. Among the most popular of these were tableaux vivants.
Tableaux performances featured varying numbers of (predominantly female) players who
posed in dramatic attitudes before an audience, usually accompanied by music, stage
lighting and interpretive readings. They enjoyed a great vogue with middle and upper-
class Americans during the second half of the nineteenth century. Performers of the
popular "statuary tableaux" coated themselves with cocoa butter and powdered chalk,
wrapped themselves in white muslin, mounted pedestals and assumed the poses of real or
imagined ideal statues. The extent to which nineteenth-century viewers identified with
Proserpine, and wished to emulate Powers’ bust, can be seen from the following “living
representation of the bust of Proserpine by Powers,” published in an 1860 manual of
tableaux vivants:
The lady must take her position inside the pedestal... hook it firmly together and
pack cloth between the lady and the inside of the pedestal, for the purpose of
keeping the body from moving... See that the arms are folded out of sight and the
hair arranged properly. The eyes should be cast upwards slightly and, when once
fixed, they should not be moved. The face and neck should be made as white as
possible; the expression of the countenance calm and serene.'”
Mary Chapman has written that fableaux vivants, "...contributed to nineteenth century
constructions of women as silent and immobile," constructions which women resisted to
varying degrees.'”® As I will discuss in later chapters, tableaux performances also

allowed women to place themselves in active, even heroic roles; however, the tableau of

Proserpine mirrored the genteel performance that both women and men (but particularly

195 3 H. Head, Home Pastimes; or Tableaux Vivants (Boston, J. E. Tilton & Co.,1860),
55.

1% Mary Chapman, “ ‘Living Pictures’: Women and Tableaux Vivants in 19th-Century

American Fiction and Culture," Wide Angle, 18, no.3 (1996): 27.
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women) were expected to maintain in the ritualized arena of the nineteenth-century
parlor—a performance that constrained both their bodies and their voices.

The bust of Proserpine also expressed refined gentility through its whiteness.'®’
Like the writer of the tableau vivant, who stressed that the performer’s “face and neck
should be made as white as possible,” Hiram Powers was deeply concerned with the
color of his sculptures. He abandoned the use Carrara marble early in his career in favor
of Seravezza marble. Though the latter type was less readily available and considerably
more expensive, it is whiter and contains fewer colored veins. This made it a safer bet for
Powers, whose policy it was to abandon partially carved blocks of marble if they
contained “flaws” (i.e., color of any kind). As Hawthorne famously related, Powers
believed that whiteness rendered his sculptures more spiritual, a point on which
Hawthorne concurred.'® This belief stemmed in part from the translucent quality of
white marble; however, it also derived from a nineteenth-century racial hierarchy so
widely accepted that it was almost unspoken. This hierarchy defined groups and
individuals with paler skin as naturally more refined, and attributed to them a greater
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1.

capacity for self-control.”” Although Horace Greeley held relatively enlightened views

"7 For a cultural history of how material goods constructed an ideal of “whiteness” in the
nineteenth century, see Bridget T. Heneghan, Whitewashing America: Material Culture
and Race in the Antebellum Imagination (Jackson: University of Mississippi Press,
2003).

1% Hawthorne, French and Italian Notebooks, (Columbus: Ohio State University Press,
1980), 293.

1% Greeley’s niece, Cecilia Cleveland, related that when she traveled to Italy in the early
1870s, a number of American sculptors advised her against visiting the studio of
Edmonia Lewis (1845-1911), an American sculptor of both African and American Indian
descent. “She was, they declared, ‘queer,” ‘unsociable,” and often positively rude to her

visitors...” Cleveland was surprised, when she finally met Lewis, to find her perfectly
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on the subject of race, he believed that Powers’ perfectly white ideal heads and figures
represented the highest type of human beauty. As Kirk Savage has argued, “Sculpture...
mapped the racial terrain of the human body, where the hierarchy of difference clung
most tenaciously.”""

Throughout the 1840s and ‘50s, Greeley was a staunch supporter of women’s
rights to vote and to work for competitive pay in such “feminine” jobs as teaching and
tailoring; however, in an 1850 column he expressed his opinion that work outside the
home should be the province of young, unmarried women. A married woman, he felt
certain, would continue to devote herself to home duties, “because she delights in so
doing and not because man requires it.” Of women gaining the franchise, he observed:

...as to the exposure of Women to insult and outrage in the Town or Ward

meeting, or at the Election, we trust the effect would be just the opposite to that

anticipated—namely, that men would be constrained by the presence of ladies to
keep sober and behave themselves. The presence of Woman has this effect ever

on those assemblages honored by her presence; and we trust its virtue is far from
having been exhausted.'"'

polite and dignified. The rivalry among American sculptors in Italy was intense, and it
was not at all unusual for these artists to disparage competitors to potential buyers. What
is noteworthy in this case is that they accused Lewis, not of being a bad sculptor, but of
being uncouth. As a non-white woman, she was particularly vulnerable to such charges,
which reinforced the widely held notion that people with darker skin lacked self-control.
Cleveland, The Story of a Summer, 109-110.

" Kirk Savage, Standing Soldiers, Kneeling Slaves: Race, War, and Monument in
Nineteenth-Century America (Princeton, N.J.: Princeton University Press, 1997), 90. See
also Savage, 8-10. On nineteenth-century racial hierarchy and marble sculpture, see also
Jennifer DeVere Brody, “Shading Meaning,” in Andrew Stephenson and Amelia Jones,
eds. Performing the Body/Performing the Text (London: Routledge, 1999), 89-106.

" Horace Greeley, “Remarks,” New York Daily Tribune, 2 November 1850: 6.
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In short, “true women” would continue to be inherently domestic and to exert their
magical, moralizing influence over men whether they were inside their homes our out of
them. This theme threads its way through nineteenth-century interpretations of the myth
of Proserpine as well. Although Proserpine’s adventure in the public sphere led to her
abduction, it also resulted in the containment of Pluto’s dangerous masculine passions
within the bounds of marriage, where he is forced to “keep sober and behave.” Perhaps
for this reason, one nineteenth-century art critic advised, "For a boudoir, there is nothing
so beautiful as [Powers’ bust of] Proserpine."' "

The sentimental, nineteenth-century rhetoric of gender contended that, just as
women’s civilizing influence could benefit the public sphere, men’s support and
protection were needed within the home. In an 1857 column celebrating the values of
“fireside and table,” the editor of Harper’s admonished his male readers:

It is easy to purchase success in business at too dear a price... some Eastern

nations buy their wives; but we often sell ours, and pocket the profits. And when

the successful man has amassed a fortune, what sort of home has he for its
enjoyment? The statuary that he puts there rebukes the mock-life around it...

Wives and children need something besides good sentiments and full purses. They

want attention, counsel, sympathy, heart-succor and heart support. Denied these

gracious offices on the part of a husband and father, what else can be expected but
disorder and distress at home?' "
In this editorial, ideal statuary in the domestic sphere silently rebukes the un-domestic
man by presenting him with an image of true womanhood that his own wife, destitute of

his support, cannot hope to attain. Just as true women transform men into gentlemen, they

themselves rely on the benevolence of sentimental men who act towards them with

"2 C_E. Lester, "The Genius and Sculpture of Powers," The American Whig Review 2
(Aug. 1854): 203.

'3 «Editor’s Table,” Harper’s New Monthly Magazine, 14 (March 1857): 557.
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chivalry and honor. Recently, Cassandra Cleghorn has demonstrated how this very
rhetoric of sentimental manhood underpinned nineteenth-century reform efforts—efforts
in which Greeley was deeply involved.'™*

In the semi-public space of their parlor, the Greeleys’ bust of Proserpine
connected the family to a broad, middle-class culture of sentimental domesticity by
modeling the physiognomy and modest behavior of a true woman. In this way, the
sculpture also elicited a sympathetic, protective response from male viewers, calling forth
their domestic natures and constraining them to “keep sober and behave themselves.”
Furthermore, the bust defined Horace Greeley as a sentimental man—one who revered
true womanhood and sought, chivalrously, to protect those weaker than himself through
his involvement with various reform efforts. By describing the interior of Greeley’s
home—a description which included Powers’ well-known bust—and offering his readers
a flattering glimpse of the man as a father and husband, James Parton was probably
seeking to counter the damaging caricatures of Greeley as an uncouth, non-normative
man. By displaying the bust in their parlor, a space they almost certainly used for
political meetings as well as social interactions, the Greeleys linked the various reform
efforts they championed to mainstream cultural ideals.

One more function that the bust of Proserpine performed within private homes is
suggested by the Greeleys’ tragic history of personal loss. By 1851, six of their ten

children had died. Childhood mortality rates in the United States at this time hovered at

1% Cassandra Cleghorn, “Chivalric Sentimentalism: The Case of Dr, Howe and Laura
Bridgeman,” in Mary Chapman and Glenn Hendler, eds., Sentimental Men: Masculinity
and the Politics of Affect in American Culture (Berkeley: University of California Press,
1999), 163-80.
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around thirty-three percent—higher in urban areas—making the loss of a child a nearly

"> The psychological and cultural effects of such

universal experience for married people.
repeated, devastating tragedy can not be overestimated. Child death profoundly colored
the ways in which nineteenth-century men and women viewed themselves and the world.
Most Americans comforted themselves through these recurring traumas with a softened
and sentimentalized version of Christian theology. Children, they believed, were innocent
and faithful by nature, and were thus assured of salvation. The separation of death,

though painful, would be blessedly temporary.''®

Though the story of Proserpine derives
from pagan mythology, it echoes the themes of death and rebirth, loss and reunion that lie
at the heart of sentimental Christian theology. One nineteenth-century viewer described
the bust as “Proserpine, who, by her being and nature was to the ancient world a symbol

of that great truth connected with death, which is that the seed when planted in the earth

dies only to spring forth in beauty again...”'"” In their home, surrounded by paintings

"> For the period 1850-1880, the mortality rate for white children in the United States
hovered between 32% and 35%. This percentage was slightly higher in urban areas and in
the South. Mortality rates for black children are difficult to estimate but were almost
certainly much higher. Michael R. Haines, “Estimated Life Tables for the United States,
1850-1910,” Historical Methods 31 (Fall 1998): 149-69.

" Terri Sabatos, “Images of Death and Domesticity in Victorian Britain,” Ph.D.
dissertation, Indiana University, 2002, 237-39. Though Sabatos concentrates on how
British families used artworks to assuage their grief, her argument is equally relevant to
the United States during this same period. See also Nancy Schrom Dye and Daniel Blake
Smith, “Mother Love and Infant Death, 1750-1920,” Journal of American History 73
(1986): 329-53.

""" [May Griffith], “Powers’ Proserpine,” unpublished, undated typescript, Edward Carey
Garner Collection, Archives of American Art, Smithsonian Institution, Reel P24, frame 2.
Griffith was a member of a prominent, nineteenth-century, Philadelphia family, who saw
E. L. Carey’s version of the bust installed in his home. I am grateful to Stephanie Mayer
for providing me with this information.
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with religious themes, Mary and Horace Greeley’s bust of Proserpine must have daily
reassured them that, like Ceres, they would one day be reunited with their lost children.
Although Proserpine, like Palmer’s White Captive, depicted a kidnapped girl, the
story of Proserpine and Ceres had a known, satisfying conclusion. Furthermore, unlike
the White Captive’s distraught visage, Proserpine’s calm, unworried face communicated
patience and faith.''® Proserpine reassured its audience, and it reinforced rather than
destabilized the nineteenth-century domestic ideal. It is therefore not surprising that a
number of women chose to have their portraits made by Hiram Powers in the guise of
Proserpine either just before of after their marriages (fig.33).""” As Wendy Katz has
argued, versions of Proserpine itself were also frequently given as gifts to young married
women. These busts, and the portrait busts based on them, served as object lessons,

modeling the restraint and polite submission to others that would be required of women

""® In the 1850s and ‘60s, ideal marble busts and figures with faces that expressed distress
became acceptable, even popular. Examples include Harriet Hosmer’s (1830-1908) bust
Medusa, and Randolph Rogers sculptures Nydia and Merope (which I will discuss at
length in chapters 6 and 7). However, the anxiety and sadness communicated by these
sculptures is extremely stylized. Medusa, for instance, retains a smooth brow as she gaze
heavenward with wide, mournful eyes and slightly parted lips. Her expression resembles
that worn by benighted heroines in paintings by the Italian Baroque artist Guido Reni
(1575-1642), whose works were tremendously admired in the 1850s. In his White
Captive, on the other hand, Palmer presented a startlingly realistic depiction of a badly
frightened girl.

"% Among these bust portraits is one of Anstiss Wetmore, modeled by Powers in 1846.
Whereas most sitters preferred some minimal drapery, Mrs. Wetmore, true to the model,
had Powers include her exposed bosom. When this bust arrived in the Wetmores’ New
York home, the resulting scandal effectively ended their marriage. Shortly afterwards,
Anstiss Wetmore left for Europe with her husband’s coachman. In a Brontéesque gesture,
Mr. Wetmore carried the bust up to the attic where it remained locked up until his death.
Wunder, Hiram Powers, vol.2, 106-7.
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after their marriages.'*” They also expressed, in poignant yet reassuring sentimental
terms, the emotional ties between parents and children, husbands and wives that formed
the core of domestic ideology. At a time when marriage often meant separation—
sometimes by long distances and for periods of years—between parents and their
daughters, Powers’ sweet interpretation of the myth of Proserpine and Ceres must have
been particularly meaningful.

The Greeleys’ bust of Proserpine reveals that, however socially radical and
personally odd they may have been, they embraced wholeheartedly the sentimental
culture of their day—a culture that united middle and upper-class Americans from
disparate backgrounds and regions. As I argued in my introduction, nineteenth-century
sentimentalism endorsed no single political position. It was, rather, an outlook—one that
emphasized empathy and religious faith, valued private experience, lionized the
emotional bonds between family members, and stressed the importance of self-

refinement as an ongoing process.

120 Katz, Regionalism and Reform, 169-171.
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SECTION II

CREATING AN IDEAL SELF
In June of 1865, Adelicia Acklen, a forty-six year old widow from Tennessee, traveled to
Europe for the first time in her life. After stopping briefly in London to collect a fee for
cotton she had sold the previous year, she embarked on a grand tour of the continent.
From Rome that winter she wrote to her mother, “For the last day or two, I have visited a
number of artists’ studios. At each place I have had to climb three or four flights of
stairs!”' The New York railroad magnate and financier LeGrand Lockwood traveled to
Europe with his wife that same year, and he too visited artists’ studios in Rome.
Specifically, Acklen and Lockwood visited the studios of American sculptors. These had
become standard stops for Americans on the Grand Tour in the middle decades of the
nineteenth century. Although the former Confederate plantation owner and the Yankee
financier would probably have had little to say to one another socially, their shared
affinity for Randolph Rogers, Joseph Mozier, and Chauncey Ives suggests that they had
similar tastes. Both Acklen and Lockwood had come to Italy with more than just a
passing curiosity about American sculpture. They had come to buy. Acklen was planning
to re-decorate her palatial villa just outside of Nashville, which had been occupied by
Union troops during the war. Lockwood was building a massive, Second Empire mansion

in Norwalk, Connecticut with the fortune he had made investing in railroads and trading

! Letter from Adelicia Acklen to her mother, from Rome, 25 February 1866, Belmont
Mansion Curatorial Files, Nashville, Tenn. I am grateful to Mark Brown and John
Lancaster, the Curator and Registrar of Belmont Mansion, for their extensive and
excellent assistance, and for the trove of historical information they have gathered,
organized and analyzed.
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government bonds. By carefully selecting artworks for their respective houses, each was
seeking to construct an idealized, highly gendered version of him or herself.

In the decades between 1850 and 1870, the population of the United States nearly
doubled to forty million people. By 1870, twenty percent of Americans were living in
cities. During this same period, the frontier moved rapidly west and six new states were
added to the Union. Railroads and steamship lines multiplied, and travel became faster,
cheaper and more convenient, speeding westward expansion and urbanization. The
country emerged from the crisis of the Civil War into a period of unprecedented
economic growth, but the largely unregulated economy made personal fortunes unstable.
In the fluid social climate that resulted from rapid growth and constant change,
Americans struggled to define themselves in relation to their country and one another.

As I have already discussed, domestic interiors were (and are) crucial sites of
identity formation. In the second half of the nineteenth century, homes became larger,
grander and more theatrical. Not only did many Americans have more money to spend,
they also traveled widely and saw more of the world. Flocks of American tourists
returned from Europe with aristocratic chateaux and villas fresh in their minds. Through
bricks and mortar, they sought to render their wealth visible, confirm their cultural
credentials, and lend an air of stability to their (often all-too-tenuous) prosperity. As Lori
Merish has argued, the mid-nineteenth century also saw the rise of our modern consumer
psychology, in which individuals express themselves through consumption and identify

with the objects they display on their persons and in their homes.” Through the tasteful

% Lori Merish, Sentimental Materialism: Gendea, Commodity Culture, and Nineteenth-
Century American Literature (Durham and Londm: Duke University Press, 2000) 2-3.
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elaboration of their interiors, middle and upper-class Americans hoped to solidify elusive
social categories, and define themselves favorably.

As domestic interiors grew larger and more complex, and as rich Americans grew
richer, the market for American ideal sculpture boomed. Tourists often bought more than
just a single sculpture for their homes. Some, like Acklen and Lockwood, even purchased
a group of thematically related marble statues. Once installed in domestic interiors, these
sculptures became part of a complex spatial text that governed and defined social
relations.” Acklen and Lockwood selected particular ideal sculptures for their homes
because of their aesthetic appeal, but they also used these artworks, in conjunction with
an array of other objects, to solidify fraught categories of class, gender, race and
nationality.

Like most ideal sculptures, the statues Acklen and Lockwood purchased in Italy
constructed an ideal of refined domesticity through both their forms and their associated
narratives. It is important to note that, as they idealized themselves through their
sculpture collections, both Acklen and Lockwood looked back to the cultural norms of
the 1840s and 1850s, the heyday of sentimental domestic culture in the United States. In
particular, the formulations of genteel femininity and masculinity expressed by their
sculptures reflect mid-century gender ideals. The female figures in both collections are
pious, loving and domestic. Lockwood’s male figures, while strong and adventurous, act

in the service of God, home and family. Together, these figures defined the domestic

® Thomes J. Schlereth and J. H. Foy, eds American Home Life, 18801930: A Sogal
History of Spa@s and Sevices (Knoxville: University of Tennessee Press, 1992)
Althoughthis study dedls primarily with late-nineteenth-century and early-twentieth-
century homes, its careful attentionto therelationsip between habitat and domestic life
has informed my work.
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interiors that housed them as civilized spaces where women and children would be
sheltered and nurtured, and they encouraged male viewers to see themselves as protectors
and patriarchs.

It is significant, and not surprising, that white marble was the preferred medium
for such sculptures. Although a few American sculptors did cast ideal figures in bronze
(Lockwood owned one such sculpture), these works were not, until the 1880s, as
commercially successful as figures carved from marble, nor did they enjoy the same
elevated status.” Similarly, sculptors who tinted their marble figures were roundly
criticized. Even the natural, colored veining that sometimes appeared during the carving
process could force a sculptor to abandon a half-carved block of marble, because it
lowered the value of the finished work below the cost of labor. Middle-class consumers
shared this affinity for white sculpture. The figurines and sculptural reproductions most
prized in the nineteenth century were those made of parian, a biscuit porcelain named for
the pure, cream-colored, Greek marble it emulates. White was associated erroneously
with antique Greek and Roman sculpture, and it was also perceived as a more spiritual,

less earth-bound color. Its popularity also rested, however, on the fact that it associated

* The American sculptor Henry Kirke Brown (18141886)set up afoundy for thecasting
of bronze sculpture in Brooklyn in the 1840s He sold more than thirty copies of his
small, bronze, idedl figure Filatrice (after 1850;Metropolitan Museum of Art); however,
it@ size (just twenty inches high), lower cog and lack of a specific sentimental narrative
all marked it as a primarily decorative object. American Sculpture in the Metropolitan
Museum of Art, Volume I, 41, 44-45. Randolph Rogers (1825-1892) also worked in
bronze although he usually reserved this medium for his public commissions. As I will
discuss in Chapter 5, LeGrand Lockwood owned a rare, bronze version of Rogers’
sculpture Isaac (1865; private collection).
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the genteel, spiritual and domestic qualities that ideal sculptures embodied with white
skin and, more broadly, white culture.’

Both Acklen and Lockwood also expressed nationalist ideals through their
sculpture collections. Acklen’s collection of marble “True Women” demonstrated her
loyalty to antebellum, Southern gender codes and, by extension, the rhetoric of the “Lost
Cause.” Lockwood, on the other hand, used his ideal sculpture in conjunction with the
rest of his art collection to present American expansionist policies (in which he was
deeply invested) as a benign and divinely ordained project of domestication.

Stereographs provide important records of the interiors of both Acklen’s villa,
Belmont, and Lockwood’s summer estate, Elmwood. Stereographs, which juxtapose two
photographic images of an identical scene shot from slightly different angles, create an
illusion of three-dimensional space. They were also cheap and easy to reproduce.’ These
photographs were thus ideally suited to convey a highly experiential impression of an
interior to a potentially wide audience. The fact that both Acklen and Lockwood
commissioned stereographs of their homes says something about their ambitions—both
collectors wanted to publicize their interiors. This idea is born out by the fact that both

Acklen and Lockwood allowed (and possibly invited) newspaper reporters to publish

® For acultural history of how whiteness was condructed throughmaterial goodsin the
nineteenth century, see Bridgd T. Heneghan, Whitewashing America: Material Culture
andRace in the AntebdlumImaginaton (Jackson: University of Mississippi Press,
2003) On nineteenth-century racial hierarchy and marble sculpture, see also Jennifer
DeVere Brody, (Bhading Meaning.O

® See Jim Fowles, (Btereography and the Standardization of Vision,QJournaI of
American Culture 17,n02 (1994: 89-93 and Robert J. Silverman, Orhe Stereograph and
Photographic Depictionin the 19" Century,OTechnology and Culture 34 (Octobea 1993)
729-56.
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long, detailed descriptions of their homes.” Like these newspaper articles, the
stereographs of Belmont and ElImwood represent attempts to project, in a fixed and
favorable form, the identities of their owners. Not surprisingly, ideal sculptures often

appear as focal points of these images.

" See Q.eGrand Lockwood®Residence, ONew York Sun 2 Octobe 1869:2 and 0.0.S.,
“A Lovely Spot,” Courier-Journal (Louisville, Ky.): 18 May 1881.
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CHAPTER 4
ADELICIA ACKLEN’S COLLECTION
OF IDEAL SCULPTURE AT BELMONT

Probably aroundthetime of her third marriagein 1867, the wealthy Tennessee plantation
owner Addicia Acklen hired alocal Nashville phaographer, C.C. Giers, to make a series
of stereographsof theinterior of her pdatia Italianae villa, Belmont, located two miles
outside of town.! Several stereographssurvive, depicting Belmont(3 entrance hal and
expansgve Qyrand salon OThese stereographs a description of Belmonttha appesred in
Elissbeth Ellet@ sodal register The Queens of American Sodety, and several other
published descriptionsof the house document thelocation of Acklen@ five American
ideal sculptures and describether surroundings? Four of Acklen@ sculptures remain at
theBelmont Manson Museum (now pat of Belmont University), in or near thar origind
locations Based on theimage of Belmont tha emerges from these sources, | will argue

tha Acklen, seeking to re-domesticate both he house and herself in thewake of the Civil

! Carl Giers, who= middle name is varioudy described as Coope or Casper, had a Union
Street studio in Nashville in 1867, GiersOstereographsof Belmont differ from
stereographshe producd for commercia distributionin tha they are ssamped only with
thename CC.C. GiersOand the location ONashville, TennesseeQingead of with thefull
studio address, dae and copyrnghtinformation. This suggests that they were privately
commissioned, mog likely by Acklen. See James A. Hoobler, Nashville, Fromthe
Collection of Carl and Otto Giers (Charleston, S.C.: Acadia, 1999)

2 Descriptionsof Belmont after thewar can befourd in Mrs. Ellet, The Queens of
American Socety (Philaddphia: Porter and Coates, 1867) 417-420.

Therese Yelverton, Teresinain America, v.1 (London: Bentley & Son, 1875, 250-7;
JohnW. Kiser, G8cion of Belmont, Part |, OTennessee Historical Quarterly, 38 (Spring
1979) 37-9; 0.0.S., A\ Lovdy Spot,OCourier-Journal (Louisville, Ky.) 18 May 1881,
re-printed in Albert W. Wardin, Jr. Belmont Manson, the Home of Joseph and Addicia
Acklen (Nashville: Belmont Manson Assodation, 2002) 28-9. In addition, extant
reinforcements unde thefloor mark the precise origind location of Acklen® version of
Ruth Gleaning by Randolph Roges.
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War, redecorated he villawith ideal sculptures tha emphasized her identity as a dutiful

wife, mother and Christian.

Adelicia Hayes Franklin Acklen

By 1852,when Addicia Acklen was thirty-five years old, she had been widowed, had
broken her late husand@will in court and gained control of his vast estates (induding
plantationsin three states and seven hundied andfifty daves), and had given birth to
seven children, four of whomhad died. An extremely intelligent and strong-willed
woman, she had demondrated atalent for the suppogdly masculine endeavors of
busnessandlaw. Y et aminiature portrait panted tha year by JohnDodge(fig.34)
depicts Acklen as soft and sweet. Thecorresponding portrait of her secondhusand,
Joseph Acklen, (fig.35) shows him with his chin dightly lifted, his mouth firm, his gaze
steady and direct, and his righthand resolutely clasping hislapd. Addicia, onthe other
hand, appears tentative, dmodg shy. Her cheeks are dightly flushed, her eyes wide and
gentle. With her righthand, sheddicately fingasthe edgeof her velvet wrap. These
intimate little portraits, madefor thefamily, are conventiond and also telling. They
present idealized images of ahudand and wife asthose soaa categories were defined at
mid-century. Josephis strongand capable, Addiciabeautiful andloving. Therewas no
way for Dodge using the currentimagery of femininity, to show Addicia@ironwill or
keen, pragmatic mind.® Nor, probably, would Acklen have wanted these qudities to

become pat of her pesona

3 AnneVerplandck has discussed how portrait miniatures fundioned as'CMa/i ces of
interna communication amongdistinct sectors of the elite popubtionOwhich el ped
mediate or reinforce self, family and groupidentity.OVerplanck, Orhe Soaa Meaning of
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As arangeof scholars have argued, theided of the Southern lady as fair-skinned,
sweet, domestic, pure, piousand dependent was central to Southern planters§udtification
of thdr postion at thetop of arigid sodia hierarchy. It allowed elite women to define
themselves as naurally genteel, and elite men to define themselves as chivalrous
protectors of theweakN definitionscrudal to their sense of persond honorand
entitlement. Particularly in thetense decadeleading up to the Civil War, ideal Southern
womanhoodbecame an emblem of Southern culture. Authors brandished it like aflag,
comparing theingindively ddicate Qrue womenQof the South to shrewish, masculing,
fame-seeking female reformers in the North. One author noted, in reference to such
reformers, GDur ladies blush that thar sisters anywhere descend to such things Our
ordinary women much prefer to follow the example of genuindy womanly feeling, set
them by theladies aroundthem, then tha set by Northern ladies, and so they are above

[them].3 As Dondd Matthews has pointed out, Southern Protestant ministers preached

Portrait Miniatures in Philaddphia, 176618200in Ann Smart Martin and J. Ritchie
Garrison, eds American Material Culture: The Shapeof theField (Winterthur, Delaware:
Henry Frands du Pont Winterthur Museum, 1997, 196

* See for ingance VirginiaKent Andason Leslie, 0The Myth of the Southern Lady:
Antebdlum Prodavery Rhetoric and the Propa Place of Women,OSodological Spetrum
6 (1986) 31-49; Elizabeth Fox-Genovese, Within the Plantation Household: Black and
White Women in the Old Souh (Chagpd Hill and London:University of North Carolina
Press, 1988) Elizabeth Moss, Domestic Nowvelists in the Old Souh: Defendea's of
Souhern Culture (Baton Rougeand London:Louisiana State University Press, 1992);
Susan J. Tracy, IntheMager® Eye: Representations of Wormen, Bladks and Poor Whites
in Antebdlum Souhern Literature (Amherst: University of Massachustts Press, 1995)
and Joan Cashin, Our Conmon Affairs: Texts fromWomen in the Old Souh (Batimore:
JohnsHopkinsUniversity Press, 1996)

® B, OrheNew Sodal PropostionsOSouhern Literary Messenge, 20 (May 1854) 300

For other examples see Moss, Domestic Nowelistsin the Old Souh and Tracy, In the
MaderQ Eye.
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tha God himself endowed women with graceful submissiveness, passive fortitudeand
tende, loving natures. This argument made any deviation fromfemale gende nomms
seem notonly subvesive but sacrilegious®
Thebiographies of individud Southern women alive during the middle decades of
the ningteenth century show the extent to which they accepted, rejected or modified the
ideal of the Southern ladyN an ideal which shaped cultural expectationsof them and, to
some degree, ther own expectationsof themselves.” A nunmber of scholars have argued
tha the Civil War created a Qrisisin gendaOfor such women, forcing them into more
assertive, public roles; however, this view is oversmplified 2 Decades before thewar,
many women, induding Addicia Acklen, were already asserting themselves in ways tha
deviated fromthe passive, selflessfeminineideal. As Alexis Giradon Brown has noted,
Throughoutther religiousand scholarly education, [elite Southern] women were
taughtto befeminine and dainty before guests, buttoughand commanding when
dealing with plantationlife. Not only was this character split unreasoneble, it was
impossible to fulfill. For the purpose of survivalE women began to explore thar

own ways of avoiding the prescriptionsof sodety while remaining within the
pleasing set of feminineideals.’

® Dondd G. Matthews, Religionin the Old Souh (Chicago: University of Chicago Press,
1977) 16970.

" Betty L. Mitchdl, @Biography,Oin Charles Reagan Wilson and William Ferris, eds
Encyclopealia of Souhern Culture (Chgpd Hill: University of North CarolinaPress,
1989) reprinted in Documenting the American Souh,
http:www//docsouth.uncedu/southlit/biography html (accessed 20 Januay 2005)

8 See for ingance Catherine Clinton, The Plantation Mistress: Women® World in the Old
Souh (New Y ork: Pantheon Books 1982) AnneFiror Scott, The Souhern Lady. From
Pedestal to Palitics, 1833 1900(Chicago: University of Chicago Press, 1995) and
Jacqudine Glass Campbdl, When Sheman Marched North fromthe Sea: Resistance on
the Confederate Home Front (Chgpd Hill: University of North CarolinaPress, 2003)

% Alexis Giradon Brown, O'heWomen Left Behind: Transformation of the Southern
Belle, 1840 18800Historian 62 (Summer 2000): 765.
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Throughouther youngadult life, Acklen aggressively pursued her own interests. At
twenty-two shetook thelead in courting he first hushand, Isaac FranklinB-a man more
than twice he age In 1849 three years after hedied, shemarried agan, but required her
secondhudand to signafirm pre-nupia agreement. Shethen took advantage of a
loophok in Franklin@will and brokeit in court, making herself oneof thefew married
women in Tennessee at tha time with full control of her own propeaty andincome. As
Acklen mug have been aware, Southern ladies who strayed too far from thefeminine
ideal risked being identified as traitors to thar class and thar sodety, and they risked
ther own and ther familiesbhona.*° For this reason, she carefully observed al thesodia
niceties expected of a genteel Southern lady, and she relied on her congderable persond
charm to shield her from criticism. Her younge sister later recalled that Acklen Gould
talk abird out of atree.G*

At theend of the Civil War, Acklen@identity as a Qrue womanOwas threatened
ontwo fronts. Throughoutthewar years, the Northern press presented Southern women

as strident, spoiled and shrewish (much the same way the Southern press presented

19 For the centrality of honorin antebelum Southern sodiety, see Bertram Wyatt-Brown,
Souhern Honor. Ethics andBehawvor in theOld South (London Oxford University
Press, 1982) While Wyatt-Brown discussed Southern honoras a primarily male attribute,
Giselle Brown has recently argued tha women laid claim to their own brand of hona by
embodying, as nearly as possible, the Southern feminineideal. See Brown, The
Confederate Belle (Columbia: University of Missourn Press, 2003) 4.

1 Quoted in Wardin, BelmontManson, 20@, 1. This book, an earlier edition of the same
title published in 1981, and a day-by-day accountof Acklen@ life compiled by Mark
Brown and John Lancaster, have served as my main sources of biographical information
aboutAcklen. See Brown and Lancaster, GChronology of Addicia Hayes Franklin
Acklen@Life,OMS, BelmontManson Curatorial Files, Nashville, Tenn.
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Northern women). The cover illugtration of an 1861 issue of Harper(3 Weekly captioned
O\ Female Rebd in BaltimoreN An Everyday Scene Odepicts a pretty youngwoman
wearing an elaborate gown sewed togeher from pieces of an American flag (fig.36). The
coqudtish attitudeshedisplays before a group of frankly interested youngsoldiers shows
tha shehas steppad well outside the boundsof proper feminine behavior. An engraving
published in the May, 1863issue of Frank Lesie® Illugrated Newspape depicts
Confederate ladies hounding their men to war in order to satisfy their own fury and pride
In the companion engraving, thetrappingsof class and gendea have been completely
stripped away fromthem, revealing amob of savage harridans rioting for bread (fig.37).
Many of the Union soldiers who would occupy Nashville for the next ten years, and the
Northern bugnessmen and thar families who poured into town after thewar, mug have
regarded Acklen@ postion as a plantation owner and recent Confederate slave holder as
incompaible with the sweetness and moral rectitude of a genteel Christian lady.** A
Union officer stationed in Nashvillein 1862nated, QMr, Acklen@] wife well fills his
placeE so far as rebdlion sympathies and hate can extend G For this native of 1llinois,

Acklen was de-sexed by her identity as a wealthy, dave owning Confederate.

12 glavery@ capacity to de-sex female slave owners was an effective rhetorical tool used
by abolitionists. In his autobiography, Frederick Douglass described a youngmistresses
who Ohad never had aslave unde he control previousto myself,0as Gi woman of the
kindest heart and finest feelingsE Her face was made of heavenly smiles and her voice
of tranqui music. But, alas! This kind heart had but a short time to remain suchE Tha
cheerful eye, unde theinfluence of davery, soonbecame red with rage tha voice, made
all of sweet accord, changed to oneof harsh and horrid discord; and tha angdic face
gave place to that of ademon OFrederick Douglass, Narrative of the Life of Frederick
Douglass, An American Slave, (New York: Barnes & Noble, 2003) 51 (first published
1845)

13 JohnFitch, Annals of the Army of the Cunberland, (Philadephia: J. B. Lippincott &
Co., 1864, 635.
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Graver still for Acklen was thereaction of her Southern neighbors to her and her
husband@ actionsduring thewar, which preserved much of their wealth. When
Tennessee seceded from the Unionin June 1861the Acklenstook afirm Confederate
stand. They donded $30000to the Confederacy and Addicia joined the L adiesOSoldiers
Friend Sodety. On the eve of Nashville® occupaion by Union forces in February, 1862
Joseph fled (at Addicia@ urging) to the AcklensOcotton plantationsin Louisiana Several
monthslater, after Uniontroopscaptured New Orleansand Baton Rougeand began
moving up theMississippi River, hefoundhimself pinned between opposng Unionand
Confedeate lines. Fearful tha Confederate soldiers would bum his cotton to prevent its
falling into enemy hands heappeded to Union officers. AlthoughAcklen refused overt
Federal protection (no doubtfearing reprisal), Lieutenant R. B. Lowry of theU. S. Navy
reported that herenouned his oah of alegiance to the Confederacy and provided useful
information on Confederate naval opaationsnear hisland** Acklen, who had but
recently been an outspoken and pubiished advocate of davery, wrote to his wife, @ am
donewith nigge labour. | never had much fancy for it as you know butnow | am fully
satisfied. | have suffered all kindsof deprivationsand been subjected to al kindsof lies

and sande's that malice could invent.3° Joseph may have intended this letter to be

% 1pid., 15.

15| etter from Joseph Acklen, Angda Plantation, Louisianato Addicia Acklen, 20
Augug 1863,copyin Belmont Manson Curatorial Files of origind in Manu<ripts
Section, Howard-Tilton Memorial Library, Tulane University. Accordingto the AcklensO
son, William Hayes Ackland, Joseph Quas desirousof showing theworld the better side
of davery in an ideal plantation life.OSee Kiser, (Bcion of Belmont, Part 1,043, Joseph
Acklen published atwo-pat article in which heattempted to dojud tha. See Joesph
Acklen, QRules and Management of a Southern Estate, ODebow® Review, 21 (December
1856) 617-620and 22 (April 1857) 376-381 This article was later cited by various
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intercepted and read by Union soldiers. His sprawling, ungeady signdure suggests he
was already ill with the disease (probably of malaria) tha would kill him amonth later.

With characteristic resolve, Addiciatook charge of the situaion. Accompanied
by a hired guad, acousn who was a Confederate war widow, and possibly her brother,
shetraveled to Louisianaand took up residence at her Angola plantation® There, she
began playing wha oneUnion officer referred to as a rery deep game.3’ While her
cousn traveled back and forth, bargaining with Confederate officers to save the cotton,
Acklen entertained Union officersin the plantation house. After two months the
Confedeate General Leonidas Polk signed an order allowing Acklen to moveher cotton
to New Orleans Acklen aso obtained peamission from Rear Admiral David Dixon
Porter, Commander of the Union@ Mississippi fleet, to ship her cotton down river and,
ultimately, past the Federal blockadeto Liverpool, England. Somehow, Acklen even
arranged to haul her cottonto theriver on Union army wagonswith Confederate soldiers
standing by as guads In England, she sold it at exorbitant war-time rates, netting
roughly three quaters of amillion dollarsin gold.

Jug how Acklen managed to accomplish this feat remainsshrouded in mystery.
1t@ likely that she, like her husband, offered military information to Union officers while

her cousn, Sarah Grant, offered similar information to the Confederates. L eonidas Polk,

proponents of davery. See for ingance, William Gannavay Brownlow, OughtAmerican
Slavery to be Perpetuated? (Philaddphia: privately printed, 1858) 95-96.

8 The mog accurate acpountof Acklen(@ actionsto save her cotton canpefour)din
Brown and Lancaster, GChronology of Addicia Hayes Franklin Acklen@ Life.O

7 Lieutenant-Commande Kidde Randolph Breese, joumd entry dated 22 April 1864
quotd in Wardin, 2002 17.
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the Confederate general in command of the Army of Mississippi, was a family friend of
Acklen(d and some of hisrelatives in Nashville may have been in debtto he.*® In
addition, Addicia had a crudal advantage over he husand when it came to negotiations
Both sheand her cousn were able to play onthear postion as ladies and recent widows to
gain sympathy and respect. According to Kirsten Wood, elite Southern widowsN who
were easily distinguishable by thar mouming cosumesN were able to walk on both sides
of thegende line exercising male authority while portraying themselves as dutiful,
selfless guadians of ther late huhandwishes and thar children® needs As aresult,
widows could opeate beyondthe pde of ladylike behavior and still expect to betreated
with deference.® Even after a Confederate colond discerned what Acklen was doing, he
ddayed taking action to prevent her from moving her cotton to theriver Gor fear an
injustice should bedoneto Mrs. A.G° In theend, hewas able to seize only two wagon
loads of Acklen@ cotton plusthe Union mules and wagonsshe had used.#* Acklen was
hdd for only two days by the Confederate army for shipping cottonillegdly, then she
was released uncathed alongwith her confiscated mules, wagonsand cotton. Leaving
her brother in charge of her Louisiana plantations shetook a steam ship from New

Orleansand returned to Nashville by way of New York in Augug, 1864.

18| am grateful to Mark Brown for thisinsght

¥ Kirsten E. Wood (Broken Reeds and Competent Farmers; Slaveholding Widowsin the
Southeastern United States, 17831861 0Journal of Women(@ History 13 (Summer 2001}
34-57.

20 |_etter from Colond Frank Powers to Lieut. Colonel Jones S. Hamilton, 11 May 1864,
quotd in Wardin, 2002 16-17.

2L bid.
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Despite her status as awidow, Acklen® exploit damaged her reputation at home.
In saving her cotton, she had decisively stepped outsidethe propa sphee of agentedl
Southern lady and had clearly doneso for materidistic, rather than patriotic or filial
reasons In the process, she had madefools of Confederate officers, at least oneof whom
was a well-respected member of a prominent Nashville family. Furthermore, Acklen
(who was acutely aware of thewar@ inevitable outcome) renewed ties to Northern
relativesin 1864.Sheeven sent her oldest son to boarding schoolin New Jersey, keeping
him out of harm@ way. While many of her ndghtorsChouses were damaged or
completely destroyed during the Battle of Nashville, Acklen@ house and grounds which
served as a Union army headquaters, survived largdy unscathed. Findly, her niece and
ward Sally Acklen became engaged to oneof the occupying Union officers and the
couple were married in New York in 1866.All of these factors combined to make
Acklen@sodal postionin pod-war Nashville tenuous Shelamented in aletter to her
brother that shewas condemned by Northerne's and Southerners alike.

Acklen briefly consdered leaving Nashville permanently, butingead decided to
renovae he hous and, with it, her image Her trip to New Y ork and Europe which she
began in Juneof 1865 was acruda pat of this plan. It allowed her to collect the money
for her cotton andto buy carpets, wallpaper, drapery, furniture and art for her hous. By
doing so, and by marrying as well and as quickly as possible, Acklen hopel to pubicly

re-domesticate both her home and hersdlf.

? Letter from Addlicia Acklen to Addison Hayes, 27 Augus 1864,quotd in Brown and
Lancaster, Chronology of Addicia Hayes Franklin Acklen@ Life.O
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Belmont

In 1853,Addiciaand her second husand Joseph Acklen built Belmontandlaid outits
elaborate groundswith money her late hudand had designaed to build and funda school
for poa children. The estate, which was located two miles south of Nashville, had
several formal gardens numerousfountins awater tower, conservatory, deer pak, art
gdlery, and zoological garden (fig.38). Thehous itsdlf isItalianaein style, finished
with warm, reddish-brown stucco and white trim (fig.39). Lace-like, cast iron bdconies
origindly extended abovetherecessed entrance and alongthe second story of each wing.
Italianae houses were built by thethousndsby middle and uppe-class Americans
throughoutthe 1850s The most popubr typefeatured irregular (oicturesqueOmassing, an
asymmetrical fasade L-shgped plan and a squae tower. Belmontisatypical in tha it has
asymmetrical fasade and plan, Corinthian columns and pilasters, and a cupolatha rises
from the center of the hous. It resembles the model GAnglo-Grecian VillaOin an 1848
article in Godey® Lady® Book (fig.40). Addicia@ son later recalled that his mother was
adevotee of the Lady® Book? 1@ possible tha she showed this elevation and the
accompanying description and plan to the German-bom architect AdolphusHeiman, who

probaly designed Belmontin 1850%

23 Kiser, Cscion of Belmont, Part 1,041

2% |n ther choice of adesignfor ther villa, the Acklensmay also have been influenced by
themid-century Italianate architecture of New Orleans which (unlikeits Northern
manifestation) was characterized by verticality, regularity and symmetry. See Joan Garcia
Cardwell, Otalianate Domestic Architecturein New Orleans 1850:188QOPh.D. diss,
Tulane University, 1975.Althoughit is not certain tha Heiman designed Belmont, he did
design later remodeling and additions. As the most prominent architect working in
Nashville at the time the house was built, he would have been a likely choice.
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Belmontwas surroundel by plantationsbdongingto Addicia® family butit was
notitself a plantation hous. Rather, it was county villa of thetype described and
popukbrized by the American architect Andrew Jackson Downing in his 1850book The
Architecture of County Houses.” According to Downing,

Thevilla, or county house propeE isthemos refined home of AmericaN the

home of itsmog leisurely and educated class of citizens Nature and art both lend

it thar hgppiest influence. Amid the serenity and peace of sylvan scenes,
surroundel by the perennial freshness of neture, enriched withoutand within by
objects of universal beauty andinterestN objects tha touch the heart and awaken
theundestandingN it isin such ahous tha we should look for the hgppiest
social and moral development of our people.??
Like the picturesquemansonsbuilt by New Y ork merchants and indudriaists aongthe
Hudoon River, Belmont seemed to offer a haven from theworld of labor. Unlike Fairvue,
theworking Tennessee plantation hous where Addicia had lived with her first husand,
Belmontwas awhimsical retreat, situated far from the AcklensOslave-worked Louisiana
and Texas cotton fields Althoughthe Acklensinitially intended Belmontto be a summer
home, by thelate 1850sthe family was spending nine monthsof every year there?’
As Downing and other nineteenth-century writers on domestic architecture

argued, the successful county hous fundionad as a ssimulacrumfor its owners,

expressing thar habits, education, tastes and manna's,Oas well as thar moral

> Andrew Jackson Downing, The Architecture of County Houses (New York: D.
Appleton & Company, 1859) Downing recommended the Italianate style as most
suitable for villasin Qhe midd e and southern states.OSee 264-5.

*Ipid., 258
*7 At this time, the Acklens were still not planning to make Belmont there primary

residence. Rather, they were planning to build an even larger house in Louisiana. Mark
Brown e-mail to the author, 1 April 2006.
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character.”® Thus Belmont(® symmetry was intended to suggest rectitudeand common
sense while its proximity to naure revealed sentiment and deep feeling. Even thename
Belmont, which the Acklenstook from Shakespeare® play A Merchantof Venice, is self-
referential. In the play, Belmontisthevillabdongngto Portia, awise and virtuous
heress. When Portiamarries the nolde butimpoveished Leonides, she bestows her great
wealth uponhim and vows absolute submission to his willN avow which doesn®prevent
her from subsequently disguising herself as alawyer and successfully defending her
husand@friend in court. Thename Belmont created a conaete link between thevilla
and Addicia heself, whose recent demongration of legd prowessin the Franklin will
case had made he and her second husband very wealthy.

As Belmont@3 similarity to themodd home in Godey® and theideslized county
houses described by Downing makes clear, the AcklensOvillawas also conceived as an
ideal domestic space. Wheresas, in theNorth, therhetoric of domesticity focused onthe
nudear family, Southern domestic ideology placed a greater emphasis on extended
family and sodal relations®® When Belmont became the Acklensprimary residence,
they added two wingsand along Qyrand salonCGalong the back. These largeinterior
gpaces madeit possible for thefamily to offer theexpansve hogitality tha was an
integral part of the Southern domestic ideal. William Ackland later recalled both the
extravagant paties his mother hoded at Belmont and theamog congant presence of

hous guests. (Rel atives came with servants and children for indeinite staysN often

28 Downing, The Architecture of County Houses, 261-2.

29 Clinton, The Plantation Mistress, 36-39.
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weeks at atimeE There was dways a welcome so long as there was a vacant bed or seat
at thetable and it was never known before hand how many would be seated at meals.®
Frances Walsh, the director of the convent school tha Sally Acklen attended in
the early 1860s recalled that the mansion, Gomprised theleading characteristics of the
old southern home, spaciouswith appointments adapted to generoushoitality, butit
surpassed them all in expensve omamentation G* AlthoughWalsh noted disapprovingly
tha Belmont@® extravagant dZcor lent it an air of riental luxury,OAddicia and Joseph
Acklen probably viewed ther art, furniture and other domestic embdlishments as
perfectly in linewith the stipulationsof writers like Downing, who indsted theided
house be Genriched withoutand within by objects of universal beauty andinterestE  that
touch the heart and awaken the undestanding OEven Catherine Beecher and Harriet
Beecher Stowe, writing for amiddle-class audience, stressed tha, Qhe aesthetic
elementE contributes much to the education of the entire houshold in refinement,
intellectud development and moral sensbility.3? Because of the emphasis domestic
writers placed on dZcor as a beneficial moral influence, homeowners like the Acklens
could display ther wealth and goodtaste while smultaneoudy demondrating prope

domestic behavior.®

%0 Kiser, C8cion of Belmont, Part 1,042

31 Mother Frances Walsh, Cfhe Annds of St. Cecilia Convent, 1860-18880OMS, Belmont
Mandon Curatoria Files, Nashville, Tenn, 33.

% Catharine E. Beecher and Harriet Beecher Stowe, The American Woman® Home, chap.
6, hitp://www.gutenberg.org/dirs/etext0O4/mrwmh10.txt (accessed 10 Augug 2003)

* As Clifford Edward Clark, Jr. has written of mid-nineteenth-century domestic
architecture in the United States, O'he single-family home remainedE an indicator of
sodal class, butit now became an even more acceptable form of material indulgence.
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Belmont( aura of lavish domesticity was shattered when the house and grounds
were occupied by the 4™ Union Army Corpsin December, 1864.A soldier in the64th
Ohio Volunteer Infantry recalled,

Our lineof works here at Nashville were runrightthrougha princely mansonon

our company front Thefinelace curtainson gilded windows, with cogly

uphoktery, rich furniture and Brussels carpets, all spokeof great wealth. Our
officers occupied the principle rooms for offices.>
A Union officer noted,

We, ontheoutside [of the villa], were equély well off, for the spaciousgrounds

were surrounde by nicely built ssonewalls tha were worked into chimneyskE

Theornamental trees did not make first-rate fire wood on accountof beng green,

butwe had nottime for them to dry, and had to get dlongwith them as best we

could.®
Acklen, who had taken refugewith her family and many of her valuables at Mrs. James
K. Polk@ hous in Nashville, returned after the Battle of Nashville to find her home
standing but a shambles. Shewas still so discouraged by its state three months|later that

shewrote to her brother of her plansto rentit outor turn it into a hotel.*® By Junethough,

Since the home was promoted by plan-bookwriters as aform of art and since the
fundion of art wasto uplift and ingire, theexpenditure of large sums of money to
doaument soda statuswas now entirely legitimate. OClark, The American Family Horre,
59. Neverthdess, thedisapprovd of Frances Walsh and a Union officer, JohnFitch, who
described Belmont as Qather a speciaty in theway of extravaganceE gothic-ified and
starched and bedizened to perfection,Oshow tha there was no consensus aboutwha
condituted a legitimate display of wealth. Fitch, Annals of the Army of the Cunberland,
635.

3 G. W. Lewis, The Canpaignsof the 124" Regiment, Ohio Volunteer Infartry, with
Roder and Roll of Honor (Akron, Oh.: Werner Company, 1894) Quoted in Wardin,
2002,19.

% Quoted inibid.

% Trancript of letter from Addicia Acklen to Addison Hayes, 14 March 1865 Belmont
Mangon Curatorial Files,
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when sheembarked on her European sojoum, she had decided to stay and renovae the

hous.

Belmont After the Civil War
Acklen returned to Tennessee determined to reestablish herself as thereigning queen of
Nashville sodety. Within monthsof her homecoming, Belmont@® gardenshad been
replanted and the house redecorated with new carpets, drapery, wallpgoer and furniture.
Belmont also contained many more works of art than it had previoudy. Acklen had the
art gdlery to theeast of themain hous torn down and shetrangerred her extensve
collection of paintingsto her home, making it resemble, in thewords of onevisitor, Ga
hous insecurely built of pictures.3” AnneBolin has argued persuasively tha mid-
nineteenth-century American viewers undestoodart@role in domestic interiors to be
primarily moralizing and didactic.® As | have noted, art@ ostensible moral influence also
allowed wealthy Americansto collect art, and display it prominently, withoutseeming
merely ogentatious By displaying her art collection in her home, Acklen could argue
shewas furthering themoral education of her children. She probably hoped, throughher
collection of paintings sculpture and objets d@rt, to inflect Belmont® magnificence with
an atmophee of refined domesticity.

In December, 1866Acklen hdd areception at Belmontfor the Alabama sodalite

and saloniste Octavia Le Vert which was attended by several hunded guests. A reporter

37y dverton,vol.1, 251

% AnneMcNair Bolin, GArt and Domestic Culture,02000.
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for theNashville Union referred to it as neof themos princely and brilliant occasions
of the character ever enjoyed in thisregion.3° TheLe Vert reception marked Belmont®
reopening and Acklen@ reentry onto the Nashville sodal scene however, Acklen found
tha merely demongrating her wealth, taste and sumptuoushogitality was not enoughto
restore her to the goodgraces of he neéghboss. In fact, thereception may have worked
agang he purmposes. When shebegan a courtship with aformer Confederate general
(another member of the extengve Polk family), hisfamily quickly putan end to the
match. One of his daughiers wrote to her sister, gMrs. Acklen] may beavery fine
woman for aught| know thecontrary, butsheis na the sort of woman tha would make
Father hgopy... Sheis acomplete woman of theworld and very fondof making adisplay
of her wealth which is very parvenuish | think.3° As Dinah MariaMulodk Craik
explained in 1859 Qo bea @voman of theworld,thoughnot essentially a crimind
accusation, implies a state of being not naural E Sheis like certain stamped-out bronze
ornaments, an admirable imitation of real womanhood\ till youwalk aroundher to the
other sded* By calling Acklen a Qvoman of theworld,OSarah Polk Jones implied tha

shewas not a Qrue woman,Obut merely a cheap, hollow imitation.

% rhe Reception at Bellevue [sic],ONashville Union, 20 December 1866:3.

%0 | etter from Sarah Rachd Polk Jones to Emily Doneson Polk Williams, 18 February
1867,cited in Wardin, 2002 27.

1 Dineh MariaMulock Craik, A Woman® Thoughs on Women (New Y ork: Rudd &
Carleton, 1859) 199-201.
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In thewake of thewar, theideal of Qrue womanhadCGbecame more powerful
than ever in the South.*? According to George Rable, elite Southern women worked to
keep theided alive so tha they could maintain thar sodal standing in theungable, pog-
war world.* LeeAnn Whites has argued tha Southern women also wanted to soothe the
woundel masculinity of defeated Confederate soldiers. By accepting (at least outwardly)
an image of themselves as fragile and dependent, they allowed Southern men to once
again define themselves as strongand capable.** Women@ loyadty to the antebelum
feminineideal became an outward sign of their enduring loydty to the Southern cause. In
order to mend he reputationin thefraughtatmosphee of pog-war Tennessee, Acklen
would have to demondrate her conformity to theided of true Southern womanhood.To
thisend, she carefully assembled a collection of ideal sculpturesthat celebrated feminine
virtue, submissiveness, motherly affection, piety and repentance.

It isvery unlikely that al five (if any) of themarble statues Acklen purchased
dunng her trip to Europeand New Y ork would have been ingalled in time for theLe
Vert reception; however, several were likely in place by thetime she celebrated her

wedding to Dr. William Chestham, arespected Nashville physcian, six months|later.*®

2 See especialy Drew Gilpin Faust, Mothers of Invention; Women of the Slaveholding
Souh in the American Civil War (Chgpd Hill: University of North Carolina Press, 1993)
Faud argues tha Southern women themselves were primarily responsble for the
congervative condruction of pod-bdlum femininity in the South.

3 George Rable, Civil Wars: Women andthe Crisis of Souhern Nationalism (Urbana
University of lllinois Press, 1989)

4 LeeAnn Whites, The Civil War asa Crisisin Gender: Augusa, Georgia 18601890
(Athens University of Georgia Press, 1995)

“ AlthoughDr. Cheatham was nota veteran, he had served the Confederacy with
distinction during thewar. Hisfirst wife, who was accused of beng a Confederate spy,
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Onceindalled in her home, they marked he as a person of meansand taste, and they also
reinforced her identity as a Qrue womanO(an identity which was, of course, further
reinforced by her marriage). A biographical sketch of Acklen tha appeared in Elizabeth
Ellet® 1867book The Queens of American Sodety reveals the sculpturesOmportance to
her new persona More than hdf of thefour page sketch is taken up with a description of
Belmont, which the author describes as both a Gprincely abodeOand Ga home full of the
sandtities of love. OAfter noting tha thenew Mrs. Cheatham was Qhelight of this
abodeOand Qhe prideand joy of her hudand OFllet went on to describeall five of her
ideal statuesin ther domestic settings* This biography was, in essence, written by
Acklen herself. In an 1866l etter to Acklen, Octavia LeVert wrote, Orhis moring@ pog
broughtme your note of April 26 in the same envdopeof the sketch. It containsall the
items Mrs. Ellet requires to write a Biographical sketch of youE Shedrapesthesein her
own languaye, making [them] entirely her own.&’ Throughher description of her hous
and her sculpture collection, Acklen propagated an image of herself as both regd and
domestic.

Visitors approached Belmont@ south-facing front entrance by climbing a flight of
stairsup fromacircular frontdrive. Thedrive is postioned between the hous and its

doping lawn, which was laid outin three circular gardensterminating with the

had died in aUnion prison, and his brother-in-law was the Confederate General John
HuntMorgan.

“6 Ellet, The Queensof American Sodety, 417-42Q
*" Trancript of letter from Octavia LeVert to Addicia Acklen, 4 May 1867,Belmont
Mandgon Curatorial Files. Althoughit does not bear directly on this study, Acklen and

LeVert® friendship, which was warm and mutualy beneficial, throws lighton theways
elite women worked togdahe to maintain thar sodal standing in thepog-bdlum South.
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conrvatory and water tower several hundeed yardsto the south. Therecessed entrance
was flanked by marble urns cast iron lionsand a pair of white Corinthian columns
Theentrance hal of Belmontis a square roommeasuring 20 x 200Its walls were
papeed with adesign of alternating flowers and vertical stripes, andthefloor covered
with aflowered Brussels carpe. Directly before visitors as they passed throughthefront
doorwas alife-size version of Randolph Roge'sCirst ideal sculpture, Ruth Gleaning atop
an octagond green and white marble pedestal (fig.41). Jug to theleft was William
Rinehart@ similarly life-size Skeeping Children (fig.42). Other marble figures on display
induded a Sleeping Cupid, copied after a sculpture by the Flemish artist Laurent Delvaux
(16951778) and statuettes of Atalanta Adjuging her Robes, VenusSteppinginto her
Bath and . John On the west wall, abovethe Sleeping Children, was alarge portrait of
Addicia Acklen with her daughier Emma Franklin by the Kentucky panter Joseph Henry
Bush (17941865) Bush®@ companion portrait of Joseph Acklen hungon the east wall.
Throughtheeast dooway, which opened into thelibrary, visitors could probably seea
two-thirds scale redudion of Chauncey Bradley IvesORebecca at the Well (fig.43).
Throughthe opposte doomway, it may have been possible to glimpse IvesCsmaller
sculpture of alittle girl, SansSouc in the central parlor (fig.44). Theprofuson of
sculpture in and aroundBelmont® entrance hal led onevisitor to comment caudically, Q
made amog ungraceful entrZe over a Petit Sanud at prayer onthefloor. Fortunaely, as
we afterwards discovered, there was no onein theroom Thenegro servant having left us
we groped aboutfor a seat, afraid of sitting on some one3 lap or gettingimpaded onthe

antlers of astag.(

48 ydverton,vol.1, 251-2.
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At theback of theentrance hdl, directly facing theheavy wanutdoor, isawhite
Carara marble fireplace over which hangsalarge three-part, gold-framed mirror, origind
to thehous. On either side of thefireplace are doaways leading north into the central
stair hdl and, beyondarow of Corinthian columns to thegrand salon at theback of the
hous. Pands of etched, rose-colored Venetian glassfill thetransepts aboveeach of these
dooways and frame the south-facing entrance. During daylight hours, awarm, rosy glow
streams throughthe colored glassinto the hdl. A gasolier hangsfromtheceilingin the
center of theroomand it too origindly had shades of colored glass.*® 1t& unlikely,
however, that Acklen used it for formal occasions Gadlight, which was relatively cheap,
had become a nearly ubiquitousfeature of midde-class homes by the 1860s however,
writers on domestic decoration complained tha it was a @ommonCform of lighting that
distorted the appearance of objectsin aroomand produced an unpleasant odor.° For
evening entertainments, Acklen mog likely lit Belmontwith hundedsof wax candles.
Theentrance hdl would also have been illuminated by theflickeringlight of afire onthe
hearth. Firelight and candlelightin the evening, and rose-tinted sunlight during the day,
imparted alife-like warmth and softness to Acklen® white marble sculptures and
heightened thar impact onvisitors.

As Kennegh Ames has discussed, entrance hdls had a complex and important
fundion within nineteenth-century homes. They were trangtiond spaces, mediating

between the public, outssdeworld and private domestic interiors. In them, visitors were

4 Mark Brown, e-mail to the author, 1 April 2006.

%0 See Sara Milan, (Refracting the Gasolier.O

139



carefully screened and first impressionsmade® Althoughthe sodial practice of paying
callswaslessrigidly observed in arurad setting, William Ackland recalled that his
mother droveto Nashville every morningto pay calls.>® Shewas also Git homeOherself
to receive calls at onemorning or afternoonaweek.>® Visitors came frequently to
Belmont Whether they were paying calls during the day or attending an evening dinne
or party, thevilla@ entry hal provided a space in which for them to wait until they were
formally received into thehou as guests.

Acklen@ desire to make a goodfirst impression probably explainsher placement
of so many marble sculpturesin and aroundher entrance hdl. Of these, thelargest and
mog significant was the centrally placed Ruth Gleaning by Roge's (fig.45). Roges, a
native of Ann Arbor, Michigan, modded his Ruth in Florence in 1851,after completing
an apprenticeship with theltalian sculptor Lorenzo Bartolini (17771850)>* He oversaw
the carving of thefirst marble versionin his new studio in Romein 185253 The
popukrity of Ruth as a subject for ideal sculpture in the United States at thetime

prompted an English critic to complain that American sculptors were afflicted with GRuth

°1 See Ames, Death in the Dining Room 7-43.

*2 JohnKiser, C8cion of Belmont, Part I1,O0Tennessee Historical Quarterly, 38 (Spring,
1979) 190.

>3 Mark Brown, e-mail to the author, 1 April 2006.
> For three informative discussionsof RogasORuth, see Millard F. Roga's Jr., Randoph
Roge's, American Saulptor in Rome, 13-19; H. Nichols B. Clark, A Marble Quarry, 206

9; Lauretta Dimmick, QRuth Gleaning,Qin Tolles, ed., American Sailpture in the
Metropolitan Mussumof Art, Volunmel, 115117.
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fever.O° AlthoughRoge's was a young virtudly unknown sculptor, hisinnovaive
version of the subject quickly became oneof themog popubr. He sold at least thirty
copies of Ruth Gleaningin two sizes (life-size and a two-thirds scale redudion).®
Formally, RogasOmodds are readily appaent. Ruth@ knedling legsand feet are
postioned like those of the much-copied, andent Roman Knedling Venus)(Museo Pio-
Clementio, Vatican), and her shoulders, longneck and gracefully upturned head recall
several figures by Bartolini, patticularly Faith in God (1834;Museo Poldi Pezzoli,
Milan). As Nicholas B. Clark has argued, RogesGinnovaion lay in his characteristic
ability to capture a fleeting, dramatic momentN in this case the moment when, gazing up
from her gleaning, Ruth first beholds her future husband.>” So rapt is Ruth@ attention on
Boaz tha shehas unmnstioudy (or coyly) allowed he robeto dip down over one
shoulder, exposing her shoulder and breast. Orhereis a peculiar expression imparted by
her eager eyes and he hdf-open mouth,Othe nineteenth-century critic William B. Clark
noted, Gxsif shewere hesitating between hopeand fear with regard to theresult of her

scheme for securing the protection of her rich kingnan.3®

% Florentia, O\ Walk Throughthe Studios of Rome,OArt Joumnal (London) 1 (1 June
1854} 186.0ther versionsof the subject were modded by Edward Sheffield
Bartholomew, Henry Kirke Brown, Richard Greenough,and Chaunazy Bradley Ives.

* The numbe of copies of Ruth Roge's produced isimpossible to determine exactly.
Accounss listed in Rogasdjoumdsindudemention of thirty-onecopies, buthisjoumas
do not cover theyears before 1868.Dimmick suggests the nunber was clo<e to fifty, but
given Ruth@ popuarity in the years before 1868 there may have been as many as one
hunded copies made. Roge's, 198-9; Dimmick, GRuth Gleaning,0115.

" Clark, A Marble Quarry, 208.

8 William J. Clark, Jr. Great American Salptors (Philadd phia: George Barrie, 1876)
75.

141



When Acklen visited RogasOstudio in 1866,she must have seen several of his
later ideal figures, induding Nydia, the Blind Flower Girl of Pompai, which hefirst
carved in 1856,and Merope theLog Pleiad, which hewas in the process of modding
(figs46-47). By thetime of her visit, copies of theextremely popular Nydia were out-
selling copies of Ruth by aratio of two to one> William B. Clark noted that, thoughthe
two sculptures were placed side-by-sidein the 1876 centennia exhibition in Philaddphia,
OrheRuthE did nat attract atithe of the attention that the Nydia did, and did not awaken
atithe of theadmiration 3° Thefact that Acklen chase the earlier, more conservative
sculpture for he home reveals much abouthe taste and motivations Executed in a neo-
baroquestyle, both Nydia and Meropedepict active women struggling againg thar
surroundings RogesOmature works were so dramatic that onecritic complained tha he
had Gacrificed delicacy to force.(3* The opposte could be said of Ruth. With her
graceful, downward flowing lines and her face raised in adoring supplication, she appears
as soft and pliant as thewheat sheholds Viewerswere, like Boas himsalf, struck by her
beauty and impressed by her kind and filial nature.®?

Nineteenth-century interpretationsof thebiblical story of Ruth focused on he
submissiveness and virtuousdevotion to familyN in short, her identity as a Qrue

woman.OA poan of 1857reads, in part,

¥ Roge's, Randoph Roge's, 202-3.
% Clark, Great American Saulptors, 75.

®! Dr. Samud Osgood, American Sculptorsin Rome,OHarper@ New Monthly Magazne
41 (Augug 1870) 422.

®2 See for example, S., American Artists in Florence,OBulletin of the American Art-
Union, 8 (1 April 1851): 13
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E sweet Ruth amongthe meadows!

Stay awhile, true heart, and teach us

Paudngin thy matron beauty,

Care of elders, love of kindred,

All unsaifish thoughtand duty.®®
Writing in 1858,the Reverend John Angdl James, a populr Congregaiondist minister
and domestic advice writer, hdd Ruth up as an example to moden widows, urging them
to follow in her footsteps by submitting to God®@will and rejecting worldly pursuitsin
favor of domestic devotions® RogesOpresentation of Ruth is very much in linewith
such interpretations Noting that versionsof RogersOsculpture Gadom some of the most
tasteful American homes,OEarl Shinn emphasized Ruth@ aura of sweet femininity and
noted its capecity to elicit piousthoughsin the viewer.

Thelovdy Moabite, heart-sick amid the alien com,Okneels to Boaz onthe

barley-field of tha goodJew. Across her arm lies a handful of ripened ears, and

shelooksup hdf desolate and hdf hopdul, as hiswordsof kindness fall uponher

wistful earE Let notthevisitor, who pausesin admiration before thisfair marble,

forget tha Ruth is especially interesting as the only heathen woman introducd

into theancestry of Christ!®

1t@ hardly surprising that Acklen, who had herself been accused of sacrificing
ddicacy to force, should have chosen Ruth rather than Nydia or Meropeto bethefirst
impression visitors received uponcrossing he threshold. Postioned symbolically before

a hearth and bahed in warm, rosy light, Ruth invited sympathy and admiration. The

rotating base on which the sculpture rests a so invited viewers to interact with it. Using

% (Ruth,OTheLiving Age, 53 (4 April 1857) 351.

% JohnAngdl James, TheWidow Directed to the Widow® God (New Y ork: Robat
Carter and Brothers, 1858) 113-5.

% Edward Strahan [Earl Shinr], The Magterpieces of the Centennial International
Exhibition Illugrated, vol.1 (Philaddphia: Gebbie & Barrie, 1876, 127-8.
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the handle tha projects from the base at Ruth@ feet, aviewer can easily turn thefigure
thisway and tha, admiring the play of light across its surface and adding a dynamic,
tempora dimensonto its compostion. Such bases, which were common accoutrements
for ideal sculpture by the 1860s contradict Joy Kasson@ contention that ideal statues
faded passively into the backgroundof the domestic interiors that housed them.®®

Ruth also invited male viewers to place themselves in the postion of BoazN
Ruth@® patron and protector. Like Ruth, Boaz was idealized in ningteenth-century,
sentimental literature. For ingance, Gail Hamiltonwrote a novdized Bookof Ruth in
which Boaz appears as a @entlemanE  whose bearing toward thelovely Moabite widow
was thetrue courtly politeness which would have dignified a prince.ONot surprisingly, a
reviewer in Godey@ Lady® Book presented this novel as a potential home lessonGto
American |aborers.®’

To theright of Ruth, throughthe doaway to thelibrary, stood Chauncey 1vesO
Rebecca at theWell, modded in 1854(fig.43). Like Roges, Ivesfirst served an
apprenticeship in Florence before setting up a studio in Rome in 1851 By thetime
Acklen visited his studio early in 1866 hewas oneof themog populr American
sculptorsiin Italy. Henry Tuckerman noted that, OMr. Ivesiswell-known in New Y ork

throughsevera fineworks of classic statuary which adom some of her mog elegant

% K asson, Marble Queensand Capiives, 23-25. | am grateful to Christophe Johnsfor
alerting me to this common feature of nineteenth-century sculpture.

%7 Csummer Reading,0Godey3 Lady(3 Book (Augus 1865) 174.
% For biographical information aboutIves, see Tuckerman, Bookof the Artists, 582-3;

Clark, A Marble Quarry, 98-121, American Sailpture in the Metropolitan Museum of
Art, 26-9.
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private mansons®® A partial list of Ives commissions drawn from his studio book,
reveals that his popukbrity extendel to al parts of the county.” Both of the sculptures
Acklen ordered from Ives were listed amonghis mog important works in aguidebook
published for American travelersin Europein 1865."

A correspondant for the LondonDaily News, who saw the sculpture in IvesO
studio, described Rebecca at the Well as Gull of grace and beauty.3? When a copy was
exhibited in New York in 1860,a critic for the Coamopolitan Art Journal wrote tha the
sculpture was, Gull of tendeness and grace, but earnest, calm and sugained as a
queen.G® As previoudy noted in relation to Hiram PowersOProserpine, calm was a much
prized qudity in ideal female figures, particularly in the decades before the Civil War. To
ninegteenth-century viewers, cam communicated refinement, self-mastery and
undhakeable religiousfaith. Ives expressed these qudities in his sculpture in severd
ways. Rebecca@ head isturned to her left, and her face istilted in alistening attitude
Thoughattentive, her expressionisrelaxed, asis her podure. Leaning agang the stack of
stones which Ives used to signify awell, Rebecca standsat ease. Her right hand holdsan

empty water jug proppel onthelip of thewell, while her left hand pulls her skirt back

% Tuckerman, Bookof the Artists, 582

" Transcript of Chauncey Bradley IvesOStudio Book, MS, curatorid files, Metropolitan
Museum of Art.

> William Pembroke Fetridge The American Traveler® Guide (New Y ork: Fetridge&
Co., 1866, 569.

"2 Quoted in Rome,OThe Living Age 53 (4 April 1857): 62.

3 Masters of Art and Literature: Chauncey B. IvesOCosmopolitan Art Journal, 4, no.44
(1860) 164
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from her extendad right leg in a gesture tha suggests the beginning of a curtsey. Ives,
who lacked RogersOskill with thefigure, struggled with Rebecca@ contrappogo poss,
and her chunkylegsextend awkwardly from her short-skirted robe neverthdess,
Rebecca radiates a dignified calm tha is remarkable consdeing the startling, life-
atering news sheis suppo®dly receiving.

Like Ruth, IvesCRebecca looksup to face her future husandN notin person but
in the guise of his emissary, sent to fetch her away from home and family. In Rebecca, as
in PowersOProserpine, agirl@loss of her natal home serves to undelinethe strength of
her attachment to he family, and to her mothe in particular. In hisHistorical and
Descriptive Sketches of Women fromtheBible of 1851,the Congregaiondist minister
Phineas Camp Headley gave Rebecca@® story a sentimental inflection by describing how
the girl hunguponher mother@ neck in tearsOuponreceiving the news of her betrothal.
Neverthdess, Headley related, JRebecca] was prepared by a highe communion than
tha with kindred, and the heroism of cheerful piety, to answer unhesitatingly, @ will
go.@"™ Like Headley, Ives made Rebeccal® sacrifice more poignant by portraying her as
an adolescent girl. By giving her acam and dignified demeanor, heemphasized her piety
and selfless heroism.

Popular, evangdical writers like James and Headley used sentimental retellingsof
old testament stories to demongrate, GGod®@ eternd pumpose bomeonwards by the

unogentatiousinddents of a touching domestic scene G In thisway, they sacralized the

" C. Headley, Historical and Descriptive Sketches of Women in the Bible, from Eve of
the Old to Mary of the New Testament (Aubumn, New Y ork: Derby, Miller and Co.,
1851) 52-4.

> 1bid., 53.
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domestic sphae and the activities that occurred within it. A writer for Godey@ Lady®@
Bookreminded readersin 1842that, (Rebecca was performing a houshold service,
filling her pitcher at thewell, when she was met by the piousservant of Abraham; andin
that simple act of kindness, @rink, | pray thee, and | will draw water that thy camels may
drink also,Cshewas uncongioudy fulfilling an appointment of the Lord.3° As Colleen
McDanndl has argued, middle and uppe-class American women embraced this vision of
thehome and thaer domestic duties because it conferred a ministerial authority upon
them.”” By following in thefootsteps of evangdical authors, sculptors like Roge's and
Ives catered to thetastes of American women, who comprised a significant share of thear
paron base. Thar idealized depictionsof biblical heroines were perfectly suited to
ornament Christian homes. Not only did such sculptures pumportedly exert a postive
moral influence onthefamily, they aso pubiicly affirmed thar ownersOpiety and
confirmed the sacred role of women within the household. Acklen made Rebecca®
educationd role explicit by displaying the sculpture near a painting, nowlog, which
depicted Ga child dreaming; an angd with ahandin hersis beckoning her toward heaven

with the other hand (38

® Mrs. S. E. Farley, omestic and Soda Claims on Women,0Godey( Lady( Book 24
(March 1842) 148

" Colleen McDanndl, The Christian Home in Victorian America, Xiv-x.

8 Mark Brown and JohnLancaster, (Catalog of Artwork at BelmontOMS, Belmont
Mandgon Curatoria Files, Nashville, Tenn,, no.9.
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Ruth and Rebecca@® tranqui, submissive acceptance of ther changed
circumstances also echoed the behavior attributed to Qrue womenQin the South in the
wake of the Civil War. An 1866editoria in theNashville Unionreads in part,

Asagenerd rule, Southern women have accepted the strangeand oneousduties

imposed uponthem by anew condition of thingswith a quiet, uncomplaining

dignityN there has been little outcry or complaint, noimpotent railing agans
adverse destiny, no eating of dug and rending of garments unde thefeet of the
conqueors, nor any act, hidden or overt, which could cast remotest reproach upon
the memory of those whose dug they ddightto honor.”
By displaying biblical figures embodying contemporary feminineideds, Acklen
presented these idedls as divindy ordaned and expressed her solidarity with them.
Viewed together in thar domestic setting, the sculptures Ruth and Rebecca framed

Acklen as avirtuousSouthern wife and widow.®

® Aha Shdl We Do for Servants?ONashville Union, 4 Octobea 1866:3.

% The smaller female figures Acklen exhibited in her entrance hal complemented the
ideal presented by Ruth and Rebecca. Acklen® marble statuette of Atalanta Adjusting her
Robes, copied after an andent Roman origind in the Louvre, embodies a narative drawn
from Greek mythology rather than the bible. In themyth, Atalantais warned by the
oracle at Delphi never to marry. In order to avoid her suitors, she becomes thefastest of
runnes and sets the following terms: any man who wishes to wed her mug outrun her;
any man whomshe outrunswill be putto death. Thoughno man can match AtaantaG
speed, Hipponenes eventudly outwits her. While heisracing, hedistracts her by
throwing three golden apples (gifts from Aphrodite) across her path. Drawn by thar
beauty, Atalanta stopsto pick each oneup, unwittingly allowing Hipponmenesto win. In
the statue, theyet unwed Atalantaloosensher clothing as she prepares to race. Unlike
Ruth and Rebecca, she ndthe seeks marriage norsubmitsto it passively, yet sheis
unable to resist the power of romantic love or escape her conjugd fate. The exact origind
location of Atalanta within Belmont@ entrance hdl is unknown, but a stereograph by
Giers shows a statuette of VenusSeppinginto her Bath, copied after alate eighteenth-
century sculpture by the Swiss artist John Niklas Bystrom, resting on a marble-toped
umbrella stand, just beneath Bush@ portrait of Addicia Acklen. There, it created an
obviousvisud paale between Acklen and the Roman goddess of beauty and romantic
love
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In Rome, Acklen aso purchased two American marble sculptures of children
which, if notidesl by Kasson@definition of theterm, are certainly ideslized. To theleft
of Ruth, againg thewest wall of theentrance hdl, was William Rinehart@ mos popubr
work, Sleeping Children (fig.48). Also to theleft, throughthe entrance to the centra
parlor, was Chauncey IvesOsculpture of ablithdy reclining little girl, SansSoug. These
figures, and the many other images of children that adomed Belmont@ interior, were pat
of arich, mid-ningteenth-century visud culture that congructed childhoodas a carefree
period of angdic inno@nceN a condrudion which, like theideal of the Qrue woman,O
contributed to an idedlized vision of domestic life.®

Rinehat, who began his career carving grave stones in Baltimore, modded the
first version of Sleeping Children in 1859as a grave marker for thetwin children of a
paron. He subsequently sold at least ningteen copies of the sculpture to Americanswho
visited his studio in Rome. Some of these were probably also used as grave markers but
many were, like Acklen(3, displayed in domestic interiors.? The sculpture depicts two
deeping, curly-headed infants nestled togehe onalittle bed, hdf covered with a blanket.
To enhance theilluson of abed, Acklen covered the pedestal with drapery. One child has
thrown an arm aroundthe other, and rests its head on its companion@® shoulder. The
babiesOplump faces are relaxed and peaceful. Rinehart told prospective paronstha the

modds were the children of afriend, who had been broughtto his studio every afternoon

8 AnneHigonne, Pictures of Innoe@nce: TheHistory and Crisis of Ideal Childhood
(New York: Thames and Hudson, 1998.

82 See William Sener Rusk, WilliamHenry Rinehart, Salptor (Baltimore: Norman T. A.
Munde, 1939) 68-9; Marvin Chauncey Ross and AnnaWells Rutledge A Catalogueof
the Work of WilliamHenry Rinehart Maryland Sailptor, 18251874 (Baltimore: Trusees
of theWalters Art Gallery, 1948, 33-35.
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for thar ngp so that he could modd them. In Rinehart® story, the children contracted

(Roman feverObut both got well.®* Despite this reassuring narative, it@ clear tha he

made deep a gentle metaphorfor death in his sculpture. In her 1875memoir abouther
travels throughltaly ten years earlier, Sallie Brock referred to Skeeping Children as Ga
par of reclining twin babesintended for atomb.3*

Acklen madethe connection between deep and death overt in her own version of
Sleeping Children by having the names of her deceased twin daughters, Laura and
Corinng carved onto the base alongwith thewords Qwin sisters.OSix of her ten children
had died in the space of ten yearsN an uncommon figure even at atime when roughly one
out of three children did not survive to adulthood® The emotiond and psychological
impact of such repested losses mug have been profound.In 1855 amonth after her two-
year-old twinsdied of scarlet fever two weeks apart, Acklen wrote to afriend:

| should have written you soonafter our return to the Plantation butformy

afflictionshave been soreN even now at times, it seems aterrible dream to meN

andwhen | ask, Can it be? Isit so? Tha thos dear lovdy little ones are to
gladden my sightnomorein thislife? Thar little arms no more to twine around

my neck, nor their sweet prettle to ddightmy ears? Oh, too sad comes the
convictiontha it is so. How loneand desolate feels the mother® heart.®®

8 Rusk, WilliamHenry Rinehart, 68-9.

8 sallie A. Brock, My SouvenirsN Buchanan, Read, Rinehart, Powers, OAppleton®
Journal, 14 (7 July 1875) 78.

% For the period 1850-1880, the mortality rate for white children in the United States
hovered between 32% and 35%. This percentage was slightly higher in urban areas and in
the South. Mortality rates for black children are difficult to estimate but were almost
certainly much higher. Michael R. Haines, “Estimated Life Tables for the United States,
1850-1910,” 149-69.

% etter from Addicia Acklen to Mrs. JohnHeiss, February 1855,quoted in Elaganor

Graham, Belmont Nashville Home of Addicia Acklen,OTennessee Historical
Quarterly, 30 (1971) 358.

150



When Acklen@ brother, Oliver Hayes, logt an infant son ten years later, Acklen wrote to
him:
Eonl y think how much better to loose a sonin infancy than after grown and
entering uponthethreshold of life. Our Heavenly Father ordereth al thingswell
and wisely. My dear Oliver, do bear with Christian resignaion your affliction and
cheer up Emily and inspire her with fortitudeE | can sympathize with you as not
many others can. But you will find, dear bother, that nothing can comfort usat
such atime or sugtain usbutthearm of the Almighty and his preciouspromises.®’
As Terri Sabatos has pointed out, grieving ningeenth-century parents often displayed
images of deeping children in thar homes to reassure themselves tha thear loss was, like
seep, only temporary.® Such images also reassured parents of their dead children®
spiritud wellbeing. Acklen® assertion that it is better to loose a child in infancy relates to
the common ningeenth-century bdief tha youngchildren, beng sinless, were assured of
salvation. To make this point explicit, Acklen displayed a panting by Robat Gschwindt
tittled The Twins thar Resurrection in the adjoining central parlor. Althoughthe panting
isnow log, it was quite large (5 x 70 and depicted a pair of twins (possibly poghumous
portraits of Lauraand Corinne ascending into heaven on judgment day. Rinehat@
sculpture is more subtie but makes essentially the same point. Seeping Childrenisa
highly idealized image Thebeautiful, healthy, hgpopy children it depicts are notdead, nor
dothey suffer. They merely sleep until they can regjoin their family in heaven.

At atime when theloss of a child was anearly universal experience, few visitors

to Belmont would have missed the symbolism of Rinehart@ sculpture. That sentimental

87 Letter from Addicia Acklen to Oliver Hayes, ca. 1865, Belmont Manson Curatorial
Files.

% Terri Sabatos, Omages of Death and Domesticity in Victorian Britain,0237-39.
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viewers recognized, and were deeply toudhed by such imagesis evident from the poem,
Q.ines Suggested by the Sight of a Beautiful Statue of a Dead Child,Opublished in
Gode/@ Lady® Bookin 1834.Coming uponallife-like statue of a dleeping child, the
writer laments, Q see thee in thy beauty! As| saw thee ontha day--/ But the mirth that
gladdened then thy home, fled with thy life away./ | see thee lying motionless, upon
th@ccustomed floor--/ My heart hath blinded both mineeyesN and | can see no more! &°
The same stereograph that shows the statuette of VenusStppinginto her Bath in
Acklen@ entrance hal also shows Sleeping Children onits cloth-draped pedestal benesth
Bush@ portrait of Acklen. In theportrait, Acklen holdsthe hand of another deceased
daughter, Emma Franklin, who appears to be abouttwo years old. This depiction of
Acklen in atende, maternd role defined her relationdhip to the deeping figures be ow.
While the near-by statuette of Venusalluded to her charm and beauty, Sleeping Children
showed her to beafondand faithful Christian mother.

1t@ worth noting that Acklen@ copy of Laurent Delvaux® (1696-1778)
eighteenth-century sculpture Sleeping Cupid, which shows the Greek godas alife-size,
supine, chubbyinfant usng a quiver of arrows as a pillow, was also displayed in
Acklen@front hal. Whileimages of Cupid sleeping traditiondly symbolize thetriumph
of spiritud over carnd love, Acklen(@ placement of Delvaux@® sculpture so close to

Rinehart@ Skeeping Children added another layer of meaning to thework. In this context,

% QLines Suggested by the Sight of a Beautiful Statue of a Dead Child,0Godey3 Lady3
Book8 (September 1834: 123
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the sculpture may have aluded to Acklen@first child who, like his sisters, had died in
infancy.*

Of IvesCsculpture SansSoud (or GCarefreeQ), Henry Tuckerman wrote, CEi t
represents alittle girl with open bookclasped listlessly in onehand, while the other is
thrown over her curly head, and she casts back her litheframein thevery attitudeof
childish abandon the smile and pogure alike expressive of innoe@nce and nave
enjoyment.OHe condudel tha thefigure was, @emarkably adapted to ornament a
drawing roomG" Ives modded the SansSoudé in 1863 and made at least twenty-two
copies, of which Acklen( was thefifth % Althoughthe sculptureis life-size, it appaently
did notrequire reinforcements bd ow thefloor. Therefore, its precise origind locationiis
unknown; however, an 1881larticle tha appeared in the Lousville Courier Journal lists
SansSoug as oneof theartworksin Belmont® central parlor. The author@ description
reads succinctly, Gperfect abandonof a child. 0™

lvesGsculpture is oneof many images of happy, carefree, rura children producd
by American artists during or jug after the Civil War. As Sarah Burnshas argued, such
images condructed a nogalgic vison of childhoodas a golden age, hermetically sealed

off fromtheadult world of toil and worry.** Thelittle girl Ives modded is barefoat and

% | am grateful to JohnLancaster for thisingght
% Tuckerman, Bookof the Artists, 582-3.

%2 Transcript of Chaunaey Bradley IvesOStudio Book, MS, Metropolitan Museum of Art
Curatoria Files.

% 0.0.S, A\ Lovdy SpotOre-printed in Wardin, 1981, 28

% Sarah Burns Pagoral Inventions Rural Life in Nineteenth-Century American Art and
Culture (Philaddphia: Temple University Press, 1989), 297-337.
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minimally dressed. Thoughshe doesn®throw onearm behind her head as Tuckerman
remembered, she does stretch outto savor thefeel of implied sunlight and a breeze,
indicated by her winddown drapery and har. Her pogure and forgoten book suggest
tha sheis shirking her studies and, by extenson, the onset of adult responsbility. Like
the children in Ives related sculptures Boy Holding a Dove (modded 1847;Chryder
Museum of Art) and TheTruant(1871;Henry Luce I1l Center for the Study of American
Culture), sheenjoysan affinity with naure that is pure, unmediated and sensud.
SansSou is so evocative of the sun-warmed courtrysidetha Tuckerman(®
description of it as @emarkably adapted to ornament a drawing roomOseems surprising,
as does Acklen@ choice to display the sculpture in the relative gloomof her central
palor. The sculpture@ placement becomes more undastandable, however, when one
congders thefundion and symbolic significance of a nineteenth-century parlor. Within
thehome, the palor was both a private space shared by members of afamily and a semi-
public space used to entertain guests. Because of its doubk role, visitors undestoodtha
apalor® arrangament and dZcor revealed much aboutthe private, domestic life of a
family. Acklen@ central parlor was oneof five possible sitting rooms at Belmont by
1866,butits generoussize (18 x 27 1/2Q and postion near thefrontof thehouse
(between the entrance hdl and the grand salon) madeit accessible and frequently used.
Despite Belmont(@ size and grandeur, the central parlor@ dZcor mirrored that of many
middle-class American palors. Theroom@ walls were hungwith genre scenes and
family portraits. Its Brussels carpet, woven into a profuson of roses, referred to the

natural world. Its piano, rococo revival center table and marble mantle were adorned with
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abums, wax flowers, figurines and souvenirs, all of which spokeof thefamily® tastes,
history andtravels. As Katherine Grier has argued, the parlor was the symbolic heart of
the nineteenth-century home. More than any other room it expressed its occupantsO
refinement and symbolized the domestic fundion of the hous as awhole®
The care and protection of children was, arguably, a home® mog important
fundionin the mindsof middle and uppe-class Americansduring themiddle decades of
the nineteenth century. In an 1860editorial simply titled GChildren,Othe editor of
Gode/@ Lady® Book Sarah Hale, described her niece@ home as an ideal to be emulated
by her readers:
Wha addightful homethersis! My niece and nephen have atheory tha al this
management so much talked of is notneeded, so they managethe children aslittle
as possible, leaving Nature to form ther shades of characterE Thechildren are
allowed great freedom, and romp throughthe hous, upsetting achar here and
scattering afew toysthere, and making theold walls ring agan with thar shouts
of laughter and merry songs Mothe and father are their companions aswell as
mentors, and are always welcome at ther sports.®
Acklen@ son later recalled that his mother embraced this Romantic view of child
rearingN aview also expressed in SansSoud.”” Home often appeared in late nineteenth-
century art and domestic rhetoric as a protected haven where childish innoence and
freedom could be preserved from the cares of the adult world, and where (as the passage

guoted abovesuggests) even adults could loose themselves in carefree play. By placing

SansSouc in her parlor, Acklen (who had three young children living at home) presented

% K atherine C. Grier, Culture and Confort, 89. See also Thad Logan, The Victorian
Parlor.

% Sarah JosephaHale, GChildren,0Godey@ Lady@ Book 60 (Mach 1860) 272

9 Kiser, Cscion of Belmont, Part |,040-2.
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her home asjug such ahaven, and invested both it and herself with an aura of
sentimental domesticity.

Acklen@ largest and mogt elaborate ideal sculpture was a nude standing, winged
figure by Joseph Mozier, ThePeri, which shedisplayed in Belmont® grand salon
(figs49-51). Near the center of theroom, standing eight feet high onits pedestal, the
sculpture presided over nearly all of Acklen@® mog important soda fundions The
subject is taken fromthe Irish poe Thomas Moore@ 1817poen QLallah Rook OA story
within the poan tells of a peri, or fallen angd, who longsto return to Heaven. After
several failed attemptsto re-enter paradise, sheis at last admitted when shebringsthe
correct gift to the guadian of the celestial gatesN thetears of arepentant sinnea. Mozier@
sculpture depicts the pei standingin a graceful contrappogo pos, he dighty upturned
face trandixed by an expression of joyful reverence. With he open right hand, she
presents the sinng @ tears, while her eft hand holds a gobletb-a reference to oneof her
earlier gifts, acup containing theblood of a pariotic hero. Her wings which extend
down past he knees, are folded behind her like amandoida. AlthoughThePeri isboth
voluptuousand completely undothed, Mozer followed nineteenth-century academic
conventionsfor thedepiction of thefemale nudeby omitting genitalia and bodyhair. The
smoothness and whiteness of the marble lent The Peri a chaste, spiritud air tha, as
Hiram Powers famoudy argued, made nudity pemissible in ideal sculpture. Inscribed on
the pedestal are thewordsfrom Moore@ poem, Qoy! Joy forever. My task is done The
gateis crossed and heaven iswonO

Acklen examined an array of American ideal sculpture before choosng The Peri

for her grand salon. Her son William, who accompanied her on visits to sculptorsO
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studios recalled tha shevisited Hiram PowersGstudio in Florence and looked at his
standing nudes the Greek Slave and California.® This suggests that Acklen may have
wanted to purchase a nudefemale figure specifically. In recouning thevisit to PowersO
studio, William Ackland recalled at length his eldersOreverence for the Greek Slave
(fig.1). ThoughPowersOmos celebrated sculpture was somewhat out of date by 1865(it
had been modded more than twenty years earlier), it clearly still hdd power for Acklen,
and shewas keenly aware of its capacity to move and subduean audience. Althoughshe
didn®purchase a copy of the Greek Slave, she probably wanted to achieve asimilar
effect.*

In 1866,female nudes were till relatively rare subjects for American sculptors,
who were cautiousnot to offend thar parongsensibilities. Acklen would also have seen
PowersQOearly work, Eve Tempted (modded 1842;:Nationd Museum of American Art),
and shemay have seen his Eve Discon®late (modeled 1859-61; Cindnnai Art Museum)
in plaster, athoughno marble version of thiswork existed until 1871 When shevisited
Chauncey lvesCstudio in Rome, shewould have seen his second version of Pandor
(modded 1864;Detroit Ingitute of Art), which hehad recently completed in marble. She
would also have seen Rinehart@ Thetis (modded 1861; Museum of FineArts, Hougon),

and possibly themodd for his Hero (modded ¢.1865; Penngy/lvania Academy of theFine

% |bid., 54-5.

% Powers appears to have actudly discouraged Acklen from purchasing a Greek Slave.
According to William Ackland, the sculptor related that the slave® har had been Gnuch
criticized,Oand steered Acklen ingead toward his more recent work California of 1855.
Seeibid., 55. Thisis notsurprisingin light of PowersGassessment of California Gss a
work of artE much supeior to the Greek Slave.OL etter from Powersto M. M.
Holloway, 23 Septembe 1862 quoted in American Sallpture in the Metropolitan
Museumof Art, 20.
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Arts), which had notyet been executed in marble. In theend, Acklen@ choice was
probebly determined by several factors, induding the sculpture@® cog, the expected time
for its completion and ddivery, its theme, and its aesthetic appedl.

Mozer® persondity appears to have had little impact on Acklen®@ decisionto
purchase The Peri. After abandoning a successful career asaNew Y ork dry goods
merchant, he had taken theusud pah to Rome, joining the colony of American sculptors
there in 1850after having first studied in Florence (Mozier served a brief apprenticeship
with Hiram Powers rather than with an Italian sculptor). William Ackland remembered
him as a Ghrewd loquaiousY ankeeOwho Qvas generally thoughtrather tiresome. 3%
Still, Mozier had several cruda advantages over his competitors. First, The Peri was
probably less expensve than a comparable work by Powers, Ives or Rinehart, because
Mozer was consdered to beless accomplished. Althoughhewas prolific, critics were
usudly reserved in ther appraisals of hiswork, and he never achieved thefirst rank of
American idedl sculptors. Second ThePeri had the rare allure of being auniquemarble
figure, at least for ashort while. Acklen appearsto have purchased thefirst of only two

copies.® Third, Mozier had aversion of The Peri available for purchase. Althoughan

190 | hid., 54. Ackland®assessment of Mozer jibes with tha of Nathaniel Hawthome,
who compared him to Ga county shopkesper in the interior of New York or New
EnglandOwho, thoughGkeen and clever, Olacked refinement. See Hawthorne, The
French andltalian Noteboolks, 1980,153-4.

101 A second marble version of The Peri was sold at Mozier(8 poghumousstudio auction
in 1873.This versonwas purchased by William H. Webb,a New Y ork ship builder.
When Webb emigrated with his family to Audralia three years later, a Mr. Carter
purchased the sculpture from his estate sale. Its current location is unknown. See OGArt:
TheMozer Marbles,ONew York Tribune 14 March 1873:2; O'he Webb Collection,O
BrooKyn Eagle, 27 March 1876:2; (Bale of Celebrated Statuary,ONew York Times, 31
March 1876:2.
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1873article claimed tha ThePeri had been executed to order for Acklen, this could not

have been the case.1*

Her version of the sculpture was exhibited at the Tenth Street
Studio Buildingin New Y ork in Octobe and November of 1866,making it amog
certain tha the sculpture was completed, or well unde way, by thetime Acklen visited
Mozer@ studio in February, 1866 Life-sizeideal figures generally took at least
eighteen monthsto carve in marble, and several additiond monthsto ddiver. Had Acklen
contracted for the carving of such asculpture, shecould have waited two years or more
foritto arrivein Tennessee.'™

Powers also had a finished sculpture available for purchase at thetime Acklen

visited himN his second marble copy of California (fig.52). Althoughhetried earnestly

to sell Acklen thisfigure, probably at areduced rate, shewasn®interested.’® Mogt likely,

102 Rodmen J. Sheirr, Qoseph Mozier and his Handiwork, OPotter@ American Monthly, 6
(Januay 1876). 28.

193 For Mozier(® 1866 New Y ork exhibition, see OMozier@ Sculpture, ONew York Pog,
16 Octoba 1866:3; QArt Matters,OAmerican Art Joumnal 5 (18 Octobea 1866) 408;
Art,OTheRoundTable 4 (3 November 1866) 227; Mozier® Statuary, ONew York Pog,
7 November 1866:1.

194 The version of Hiram PowersOCalifornia ordered by John Jacob Astor, Jr. in the
Spring of 1855is an interesting case study. Thefirst four blodks of marble were foundto
have flaws, forcing Powers and his workmen to abandonthem at variousstages of
completion. Carving of thefifth andfind block began in April, 1857and was completed
in Augug of 1858,but the sculpture was notingalled in Astor® home until December,
1858.See Wunde, I, 126 The unpredictable naure of marble carving gave sculptors
with completed works available for purchase a distind advantage however, sculptors
could rarely afford to rende afigurein marble unless they were certain it would sell.
Mozer® decision to begin amarble version of The Peri before he had adefinite buye is
atestament to hisfaith in the sculpture.

1% This version of California, which had been on Powersthandsfor five years, was
findly purchased in 1867by Milton S. Latham of Californiafor twelve hunded pounds
three hundred pounddess than PowersQorigind asking price. American Sallpture in the
Metropolitan Museum of Art, 20.
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it was the sculpture@ theme that left her cold. Despite her admiration for Powers, Acklen
was smply notinterested in owning afeminineallegory of westward expanson,,
paticularly notonetha ahad been described in 1855 as @unningE dy and cat-likeE
tempting the colonist on [to disaster] by her own persond charms.G% The Peri® themes
of repentance and longing for admittance into paradise, on the other hand, mug have
appedled to her immediately. Like Rinehart@ Seeping Children and a nurber of other
artworks at Belmont, The Peri congructed heaven as a place of longanticipaed reunion.
Paradise, in Moore® poam, isthe peri@ true home and her heavenly family waits within.
Mozer® sculpture thuscontributed to the conflation of heaven and home tha was central
to nineteenth-century domestic ideology.'®” The Peri also mirrored Acklen(3
determinaion to beforgiven and readmitted into the goodgraces of her neighboss.
Several other marble depictionsof Moore@ fallen angd existed at thetime
Mozier modded The Peri, sometime in the early 1860s Erastus Dow Palmer modded a
hdf-length, sleeping, winged figure which hetitled Sleeping Peri (1855;Troy Public
Library), thoughno such scene occursin Q allah Rook. OThomas Crawford depicted a

thoughtul, dlende, hdf-draped angd in his Peri at the Gates of Paradise (1855;

1% “Hiram Powers,” The Living Age44 (17 March 1855): 703.

197 Countess nineteenth-century religioustracts presented heaven as alarger, more
elaborate version of a nineteenth-century home, where family members would live
together in pefect hamony. See foringance Rev. L. C. Lockwood®@song, Blest Ones
at HomeO(sungto thetuneof Stephen Foser@ ADId Folks at HomeQ), which declares:
GD@r the banksof life@ pureriver,/Far, far away,/ There@ where my heart is turning
ever,/ Thee@ where theblest ones stay;/ All through this vale of tribuation/ Sadly |
roam;/ Still longing for tha hebitation,/ Andfor the Blest ones at Home.OL ockwood
(Blest Ones at Home,O(New Y ork: Andrew( Printer, ¢.1860) Home, ontheother hand,
was often described as heaven in microcoam. See McDannd, 80-83.

160



Corcoran Gallery of Art). Crawford®@ peri appedled to theearlier ningteenth-century taste
for still, contemplative, enotiondly controlled, ideal figures while Mozier@ more
dramatic, emotive peri conformed to thethesatrical figural style that came into vogue
during the Civil War. Whereas Crawford@ peri meditates moumfully on her banishment,
Mozer@ peri conveys the ecstasy of salvation.

Reviews of The Peri were generally favorable, both during Mozier@ 1866 Tenth
Street Studio exhibition, and when his second marble version appeared in his poghumous
studio auctionin New York in 1873.00he PeriQs afindy modded figure, full of
expression and well conceived, Owrote acritic for the American Art Journal, adding
humoroudy, Orhe Peri, however, is encumbered with a supefluity of tears, Moore
having allowed her butoneof thos Gtarry bowlsGingead of three. 3% A reviewer for
The Arcadian noted, Gnuch beautyOin The Peri@ Gweeping linesE combined with a
certain grandeur that is apt to enchain the spectator.3% An unidentified 1866review,
clipped from a newspaper and saved by the Acklen family, describes thefigure as, Qhe
embodiment of oneof those beautiful creationsof Tom Moore, with the attributes of the
angdN yet human.3™° Clarence Cook soundel the only dissenting note, caugtically
describing Mozier( zaftig angd as, Garobug andwell-conditioned spirit, with hardly

enoughof the spiritud to baance her earthly subgance. G

108 GArt Matters,OAmerican Art Joumnal 5 (18 October 1866) 408.
19 Fine Arts: TheModzier Statues, OThe Arcadian 1 (20 March 1873) 10.
110 Quoted in Kiser, CBcion of Belmont, Part 1,038,

11 GArt: TheMozier Marbles,ONew York Tribune 14 March 1873:5.
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Mozer® large, dramatic Peri was well-suited to Acklen® grand salonN the
largest and mog impressive space in her home. The room, which measures 58 x 31 feet,
is sepaated fromtheorigind portion of the hous by arow of dendea Corinthian
columns and from the courtyard outsde by a series of triple-arched, floorto ceiling
windows. Three of these windows extend outinto abay tha once housd afountin
complete with alife-size, bronze water nymph. The ceiling, separated from thewalls by a
wide ornde cornice, isvaulted. Theresult isaroom tha isimposng, yet brightand airy.

As Karen Hattunen has argued, by the 1850sdonestic culture in the United
States was becoming more thestrical. As the Gentimental pogure of moral earnestnessO
tha characterized polite, parlor behavior in the 1840sgave way to a culture of unebashed
self-display, spaces within private homes became larger and more stage-like.™*? The
relative smplicity of early nineteenth-century dZcor blossomed into the exubeant
drapey and uphoktery, reflective surfaces and rococo ornament that predominaed in the
fashionable, French Second Empire-ingpired interiors of the 1850sand 60s |deal
sculpture® evolution from thoughful, self-contained figures to expressive, theatrical
heroines followed this shift. Figures like Mozier@ Peri, RogasONydia, IvesQUndine
Receiving her Soul(modded ¢.1859;Y ae University Art Gallery) and even PowersQate
works Eve Disconlate and The Lag of the Tribes (modded 1871;Museum of Fine
Arts, Houdon), with ther dramatic pogures and expressions were able to assert thar
presence in even the mog elaborate setting.

AlthoughAcklen redecorated Belmontin themid-1860s her tastes remained true

to the prevailing styles of the 1850s Two extant photographsof Acklen®@ grand salon

12 Halttunen, Confidence Men and Painted Women, 153-90.
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reveal light colored walls, tapestry rugsover afloor painted to resemble black and white
tiles, ornately carved and uphoktered armchairs placed here and there, a circular divan, a
roundparlor table covered with bibdots, and apedd organ. Amongthe many framed
pantingsonthewalls were five views of Venice by (or after) Candetto (1697#1798)a
large, sixteenth-century panting of themarriage of Jacob and Rachd, and a panting of
Vulcan and Venus Marble bugs, which the Louisville Courier Journal described as
portraits of AntoninusPious Emperor Hadrian, Cicero and Demosthenes, stoodon
pedestal s between thewindows. The phobgraphsshow Mozer@ sculpture beneath an
ornae, hanging gasolier. Rather than placing thefigure by awall, Acklen situated it in
the center of theroom facing the doorsleading into the grand salon fromthefront hdl,
and the stairs leading up to the second story. Placed as it was, The Peri became thefirst
and mog striking impression visitors received upan entering theroom

Not only was Acklen@ grand salon the site of all her large-scale entertainments,
theroomwas also a kind of theater, stocked with boxes of cogumes and propsfor

113

amateur thestricals and tableaux vivants.~ Such games became wildly popular in the

United States in the 1850sand @0sand, as Halttunen notes, were pat of anew, broader

socd practice.™

Middle and uppe-class Americansin the mid-nineteenth century began
to view the Self asarole to be peformed before an audience. Acklen, who had akeen
theatrical sense, threw hearself unreservedly into her own, pog-war peaformance of

identity. Shereturned from Europewith a diamondtiara, which shewearsin he

13 Mrs. Spencer McHenry, Belmont Acklen Estate, Ocopy in Belmont curatorial files of
MS, Neil Savage Mahongy Paper's, Tennessee State Library and Archives, Nashville,
Tenn.

14 |bid., 17475.
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engraved portrait in Ellett@ Queens of American Sodety and wore at all largeand
significant soda gaheringsthereafter (fig.53). Newspgoer accouns of theLe Vert
reception and her wedding reception oneyear later show how Acklen® personaevolved
in tha brief time. While thefirst accountmakes note of the crown, the second describes it
as Qhegift of the Emperor and Empress of France. 3™ [t@ uncertain whether Acklen
herself was the source of thisundoubédly spurious story; however, it is probably dueto
her skillful, theatrical self-fashioning that, by 1867 she was described as a crowned peer
of European royadty.

Objects and settingsplayed crudal roles in the mid-nineteenth century dramatic
performance of identity. To enhance her monachic image, Acklen hunga copy of
Thomes Sully@ 1838Portrait of Queen Victoria in Her Coronaion Robes over the
landing of her staircase, facing the grand salon (fig.54). Sully@ deft combinaion of
sweet, lady-like mildness with regd dignity matched perfectly Acklen@® aspirationsfor
her own public personafollowing thewar. The Peri, which faced Sully@ portrait,
performed an equdly important role. Raised onits pedestal, the figure would have been
visible from every part of the grand salon, even when theroomwas filled with people. It
expressed repentance and thejoy of reunion with the divine however, unlike therelated
personayes of Eve or Pandorg, the peri@ precise tranggressionisundear. It is never
mentioned by Moore, nordoes Mozer alludeto it. Ingead, ThePeri conveyed theidea of
repentance by proffering a penitent sinner@ tears to Acklen@ guests, while thefigure

itself remainsboth feminine and pure. Mozer@ sculpture reinforced theideal of the Qrue

"® See Orhe Reception at Bellevue [sic],ONashville Union, 20 December 1866:3; and
QVedding FestivitiesN Dr, and Mrs. W. A. Chestham@ Reception Last Night ONashville
Union, 28 June1867:3.
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womanQas an earth-boundangdN beautiful, emotiond, fair skinned and morally pureN
whos missionay role ensured her ultimate return to her heavenly home. Acklen, who
had always been a devout Presbyterian, increased her suppot of the church after thewar
by donding bronze bdls to two Nashville congregations Thefirst, for theFirst
Presbyterian Church in downtown Nashville, she commissioned at a cos of $3,000.The
second,for Moore Memoria Chapd, sheremoved from oneof her Louisiana
plantations™®

The extent to which Acklen identified herself with The Peri is evident from her
will, in which she stipulated tha thefigure would be removed with her bodyto Mount
Olivet Cemetery. In accordance with her wishes, The Peri was placed in Acklen@ gothic
reviva mausoleum after her death in 1887(fig.55). In he will, Acklen also specified her
choice of Gurniture for the hal of themausoleumON an iron char and seat, a small
marble table, and a gilt, marble-toppel stand with a vase for flowers. Shefurther
stipulated tha thetwo marble urnsthat once flanked Belmont® front porch be moved to
the Gyround©of the mausoleum.™’ In essence, Acklen re-created a domestic space
aroundher remains, theremainsof two of he hudandsand, ultimately, nine of her
children. Here, ThePeri continues to presidein perpetuity as a proverbial Gingd in the

home.O

18 \Wardin, 1981,31.

17 Awill of Adédicia Cheatham,ORecords of Davidson County, Wills and Inventories,
Tennessee State Library and Archives, vol. 30, 155-64.

165



Y ears after Aklen@ death, her son William recorded tha, immediately after the
war, his mother Gesumed her place as a sodal leader which was never disputed 3 At
least onefellow Nashvillian® description of Acklen throws doubton his claim. In 1894
the outspoken anti-suffragist and Log Cause devotee Josephine Pearson wrote the
following, heavily mythologized accountof Acklen@ reception for OctaviaLeVert,
which Pearson remembered incorrectly as havingoccurred in 1864 jud after the
occupdion of Nashville.

Addiciahad adas erected in thegreat hdl. Seated uponit, shewaved awand

like an oriental queen. All was most ogentatious During theintermission she

arox and madethefollowing announ@ment. Qf anyonepresent desires to speak

French, my guest Madame LeVert will beglad to accommodae. If anyonedesires

to speak Spanish, Madame LeVert@ daughter will be glad to accommodae. And

if anyonedesiresto spesk Italian, | myself will beglad to accommodae.OAfter a

longsilence, aY ankee officer tottered to the das and offered to speak henglishO

if anyonepresent wanted to accommodae in tha tongue™*®

Pearson’s overwrought account of Acklen as a pretentious scalawag, entertaining

Yankees in the midst of the war, reveals the limits of Acklen’s post-war self-fashioning.
Pearson, who in her struggle against the nineteenth amendment stated that, “The fight to
preserve our ideal of Southern womanhood is a Holy War, and a crucial test of Southern
rights and honor,” simply did not buy Acklen’s bid to re-position herself on the pedestal
of “true womanhood,” regardless of how many be-pedestaled images of true women she

displayed.'®

118 Kiser, Gscion of Belmont, Part 1,058,

19 Trangcript of uridentified newspaper clipping, Belmont Mansion Curatorial Files,
Nashville, Tenn.

120 Quoted in Edward D. C. Campbell and Kym S, Rice, eds., A Woman®@War: Souhern
Women, Civil War, andthe Confederate Legacy, exh. cat. (Richmond, Va.,: Museum of
the Confederacy; Charlottesville: University Press of Virginia, 1996), 189.

166



CHAPTER 5
LEGRAND LOCKWOOD’S COLLECTION
OF IDEAL SCULPTURE AT ELMWOOD
Sometime between 1868 and 1872, the New York railroad magnate and financier
LeGrand Lockwood and his wife, Ann Louisa Benedict Lockwood, commissioned a
series of stereographs of their palatial new country house in Norwalk, Connecticut. Like
the stereographs of Adelicia Acklen’s villa, these cards lack the descriptive captions and
copyright information that would have marked them as commercial publications. They
were probably intended for the Lockwoods’ circle of family and friends, announcing the
completion of their house, Elmwood, of which they were understandably proud. Several
of the stereographs depict the exterior and grounds of the massive, French Second Empire
mansion; however, the majority show semi-public rooms on the first and second floors.
These elaborately decorated spaces contained the bulk of the Lockwoods’ extensive art
collection, including ideal sculptures by Joseph Mozier, James Henry Haseltine and
Randolph Rogers. The stereographs reveal the Lockwoods’ careful arrangement of these
sculptures in relation to one another, other works of art, and the surrounding architecture.
Installed in their domestic setting, the Lockwoods’ ideal sculptures became part of an
artful and elaborate spatial text—one that linked together the seemingly disparate ideas of
westward expansion and sentimental domesticity. These intertwined ideas were central to

LeGrand Lockwood’s understanding and public presentation of himself.
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LeGrand Lockwood

LeGrand Lockwood was born in 1820 in Norwalk, Connecticut, but moved to
New York with his family at the age of twelve.! He must have been ambitious. The son
of a shoe salesman, he was a partner in a brokerage firm by the time he was twenty-three
and senior partner of his own firm fourteen years later. Lockwood married another
Norwalk native, Anne Louisa Benedict, in 1842 and the couple eventually had eight
children, six of whom survived to adulthood. He made a fortune investing in railroads
during the 1850s, and he increased his wealth through the sale of government bonds
during the Civil War. In 1863 he was elected Treasurer of the New York Stock
Exchange, and two years later he was reported to be the fourth wealthiest man in New
York.

Lockwood was a shrewd trader who profited enormously from the volatile
markets of the 1850s and 60s; however, he was also deeply invested, financially and
personally, in America’s westward expansion. By the late 1850s, Lockwood was the
Director of the Pacific Mail Steamship Company, which connected the east and west
coasts of the United States before the completion of the first transcontinental railroad, and

which later connected the west coast to Hawaii and Asia. In the 1860s he became the

" Sources of biographical information about Lockwood include: “LeGrand Lockwood,”
New York Times, 25 February 1872: 3; “LeGrand Lockwood,” New York Tribune, 26
February 1872: 5; “LeGrand Lockwood,” Norwalk Gazette (Conn.), 27 February 1872: 1;
Mary E. Adams, ed., LeGrand Lockwood (1820-1872) (Norwalk, Conn.: The Lockwood-
Mathews Mansion Museum, 1969); Linda R. Kraus, ed., “A Documentation of the
History and Restoration of the Lockwood-Matthews Mansion, Norwalk, Connecticut,”
1974, typescript, Yale University Art Library, New Haven, Conn., vol.1, 9-13; Bolin,
“Art and Domestic Culture,” 119-28.

* “Income Record,” Scientific American 12 (22 April 1865): 265.

168



treasurer and chief stockholder of the Michigan Southern and Northern Indiana Railroad,
which became the Lake Shore and Michigan Southern Railroad in 1869 and which linked
the east coast to a broad network of Midwestern cities.” In general, Lockwood’s wealth
rested on the vast volume of railroad stocks that his brokerage firm traded. In
Lockwood’s obituary, a writer for the Norwalk Gazette attributed the success of
Lockwood & Co. to “the general development of railroad interests in the West.”*

Although Lockwood worked and lived in Manhattan, he maintained a patriarchal
presence in his home town. In the early 1860s, he owned both the local, horse-drawn
train that connected North and South Norwalk, and the Danbury-Norwalk Railroad, the
major freight line between Norwalk and New York City. Due in part to this freight line,
the population of the town tripled between 1850 and 1870, and it was transformed from a
small farming village into a bustling, industrial hub. It is hardly surprising that
Lockwood should have chosen a tract of rural land in the center of Norwalk as the site for
his “country seat.” From there, he could survey the changes he had helped bring about,
and fully enjoy his baronial status.

When Lockwood’s brokerage firm went down in the gold panic of October 24,
1869, Lockwood lost his fortune. In order to repay his debts, he was forced to sell his
controlling shares in the Lake Shore and Michigan Southern Railroad to Cornelius

Vanderbilt, who also gained control of the mortgage on the Lockwoods’ Connecticut

home. Lockwood died of pneumonia, still in debt, in 1872. Two years later, Vanderbilt

? Closer to home, Lockwood was also Director of the New York Central Railroad, the
Second Avenue Railroad, and the New York and Eastern Railway. See LeGrand
Lockwood (1820-1872), 10-17.

* “LeGrand Lockwood,” Norwalk Gazette, 1.
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foreclosed and the house was sold. Anne Lockwood auctioned off most of her family’s

artworks and furniture in two large estate sales in 1872 and 1873.°

Elmwood

Lockwood began buying farmland for the site of his Elm Park estate in 1863, and
by the following year he owned thirty-four acres situated midway between North and
South Norwalk. He chose a low hill overlooking Main Street, the railroad tracks and both
sides of the town as the site for his future house. Lockwood made several trips to France
during the early 1860s, selling United States bonds. He must have been impressed by the
renovations then in progress under the direction of Baron Georges Eugene Haussmann
(1809-1892). Upon returning home, he chose Detlef Lienau (1818-1887) to build his
Norwalk house in the latest French style. Lienau was a logical choice. He had been
trained in Paris and had already designed one prominent New York building, the Hart M.
Schiff residence, in the French Second Empire style. Construction of Lockwood’s
Connecticut house began shortly after the end of the Civil War and was complete by
1869.

The house itself, which the Lockwoods called ElImwood, was situated near the
center of a landscaped park, possibly designed by Frederick Law Olmsted (1822-1903).
Its curving drives and flower-bordered footpaths led past formal gardens, groves of trees,

conservatories, marble garden sculptures of Greek and Roman deities, a stocked pond,

> See The Entire Collection of Important Modern Paintings, Statuary, Bronze, Articles of
Vertu, Etc. Belonging to the Late Mr. LeGrand Lockwood, sale cat. (New York: Leavitt
Auctioneers, 1872); and Unique and Artistic Furniture from the House at Norwalk,
Conn., of the Late LeGrand Lockwood, sale cat. (New York: Leavitt Auctioneers, 1873).
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and a vineyard. An effusive article that appeared in the New York Sun in 1869 described
the effect of the house as viewed from the grounds. “It is a wonder of architecture... Its
bright walks sparkle in the sun, towers and spires blend gracefully with its slated roof,
and fairy rays of gilt kindle its crest with glory.”® The massive, four-story, sixty-room,
grey granite house, topped with a series of mansard roofs and trimmed with lacy
ironwork, is certainly impressive (fig.56). Adding to the mansion’s allure in 1869 was its
novelty. The Second Empire style, which would become a popular choice for American
domestic architecture in the gilded age, was still new and remarkable when ElImwood was
built.

Over the course of the 1860s, as the status of French culture rose in the United
States, the Second Empire style came to signify both affluence and genteel refinement.
The exterior of Elmwood closely resembles an engraving of an ideal “country seat”
which appeared in an 1863 plan book by the American architect Henry Hudson Holly
(1834-1892) (fig.57).” Of this residence, Holly notes:

It seems to us a marked indication of good taste, instead of spending a princely

amount for some narrow plot of ground in some aristocratic quarter of the city, to

establish an elegant and independent country seat... To be a “monarch of all he

surveys” in the midst of the fine repose and healthy ease of a fine estate in the

country, is the unfailing desire of every man who has resources within himself

against ennui, and large capacities to develop in the paths of elegant culture.®

There’s little doubt that Lockwood saw himself as just such a man.

¢ “L_eGrand Lockwood’s Residence,” New York Sun, 2 October 1869: 2.

7 Henry Hudson Holly, Holly’s Country Seats: Containing Lithographic Designs for
Cottages, Villas, Mansions, etc. with Their Accompanying Outbuildings, also, Country
Churches, City Buildings, Railway Stations, etc., etc. (New York: D. Appleton and Co,,
1863), 146.

® Ibid. 152.
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The plan of Elmwood is an irregular Greek cross, similar to that of St. Peter’s
Cathedral in the Vatican, but embroidered with turrets, bays, verandas and a large porte
cochere (fig.58). At its center is an open, slightly elongated, octagonal room, lit by a
skylight three stories above. This was the Lockwoods’ art gallery, and it was also the
nexus of their home. A series of doorways connected most of Elmwood’s first floor
rooms, making it possible for family members to pass directly from room to room
without going through the art gallery; however, guests would almost certainly have been
ushered through the gallery upon entering the house. Although Elmwood has four
entrances, the principal, formal entrance is located at the west end of the building.
Passing through massive, carved mahogany doors from the porte cochére, one first enters
an oval vestibule, then a rectangular entrance hall, before passing into the octagonal art
gallery. Although Lockwood had an extensive art collection distributed all around his
house, I am primarily interested in these three, most public rooms. It was here, I contend,
that LeGrand Lockwood formulated most clearly the idealized image of himself that he
wished to communicate to his guests.

Lienau worked with a number of the most prestigious American decorators and
cabinet makers, including the firms of Leon Marcotte, Herter Brothers, George Platt, and

E. W. Hutchings & Son, who each designed one or more rooms within the mansion.’

? Sources of information about Elmwood’s interior include: “For Sale or to Let: Mr.
LeGrand Lockwood’s Mansion at Norwalk, Connecticut,” unidentified newspaper
clipping, dated March 1873, Detlef Lienau Collection, Department of Special
Collections, Avery Architectural Library, Columbia University; “Lockwood-Mathews
House, Veterans’ Memorial Park, Southeast, Norwalk, Fairfield County, CT,” Historic
American Buildings Survey, CT-265; Ellen Kramer, “The Domestic Architecture of
Detlef Lienau,” Ph.D. dissertation, New York University, 1958; Mary E. Adams, ed., The
Lockwood-Mathews Mansion, (Norwalk, Conn.: The Lockwood-Mathews Mansion

Museum, 1969); “A Documentation of the History and Restoration of the Lockwood-
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Like Lienau, these men worked with their patrons’ tastes in mind. As the lady of the
house, Anne Lockwood probably had the last word on its décor, and the prevailing
French style of ElImwood’s interior reflects her taste.'’ A reporter for The New York Sun
related on October 2, 1869 that “[Elmwood’s] rooms have been draped and furnished in
accordance with Mrs. Lockwood’s taste and wishes.”'' Anne Lockwood accompanied her
husband to Europe twice as the house was being built, in 1865 and again in 1867. During
the second trip, she visited the Exposition Universelle in the company of Leon Marcotte,
and made several significant purchases of decorative art there. The most extravagant item

she bought was a grand prize-winning clock by Carriere Belleuse (1824-1887), which

Matthews Mansion, Norwalk, Connecticut”; Mary E. Findlay, “Interior Decoration of the
Lockwood-Mathews Mansion: Color and Design of the Painted Plaster Walls and
Ceilings of the First Floor,” MA Thesis, Columbia University, 1978; R. Bergmann and L.
Hamilton, “Restoration of the Lockwood-Mathews Mansion: Preserving Masterpieces of
Craftsmanship,” Technology and Conservation, 7 (Winter 1982): 14-25; Katherine S.
Howe, “Elm Park: The LeGrand Lockwood Residence,” in Herter Brothers: Furniture
and Interiors for a Gilded Age, exh. cat. (Houston: The Museum of Fine Arts, 1994),
139-47; Bolin, “Art and Domestic Culture,” 172-77. Lienau’s drawings for ElImwood,
along with photographs and newspaper clippings related to the house, are in the Special
Collections Department of the Avery Architectural Library, Columbia University. For an
enlightening discussion of Leon Marcotte’s interiors in the cultural context of the 1860s
and ‘70s, see John Davis, “Children in the Parlor, Eastman Johnson’s Brown Family and
the Post-Civil War Luxury Interior,” American Art 10 (Summer 1996): 50-77.

' Anne Lockwood wrote to her daughter-in-law from Paris that she was in contact with
all the various decorators working on Elmwood’s interior. Letter from Anne Louisa
Lockwood to Katherine Bissel Lockwood, 4 July 1867, Lockwood-Mathews Mansion
Museum Archives, quoted in Nineteenth-Century Architects: Building a Profession, exh.
cat. (Norwalk, Conn.: Lockwood-Matthews Mansion Museum, 1990), 12. The
Lockwoods’ son, who remained in New York, sent his parents sets of plans and
descriptions of the work underway. Letter from LeGrand Lockwood Jr. to Anne Louisa
Lockwood, 14 March 1865, Lockwood-Mathews Mansion Museum Archives, quoted in
ibid. Despite several attempts, I was unable to gain access to these archives, which
contain correspondence, photographs and scrapbooks related to the house.

" “LeGrand Lockwood’s Residence,” 2.
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was eventually installed on the landing of ElImwood’s grand staircase, overlooking the art
gallery."

Despite Mrs. Lockwood’s well documented taste for French décor, Le Grand
Lockwood, the active art collector in the family, bought not a single French painting or
sculpture.”® For the most part, he purchased (and, in some cases, commissioned) works
by contemporary American, German, Dutch and Belgian artists. Reviews of the
exhibition that preceded the 1872 sale of the Lockwoods’ art collection suggest that he
was the sole buyer; however, the best indication that LeGrand Lockwood was the primary
buyer of Elmwood’s ideal sculpture, as well as its paintings, lies in the artworks
themselves, many of which relate more or less directly to his passionate interest in
Manifest Destiny.'* Not surprisingly, given the fact that much of his vast personal fortune
flowed from the railroads that pushed the frontier west, Lockwood saw a religious and
moral imperative in national expansion. In 1863, he gave the painter Albert Bierstadt
(1830-1902) $25,000 to travel west and paint, from sketches made on the spot, a

monumental picture titled The Domes of Yosemite (fig.59) for Elmwood’s art gallery.

12 Bolin, “Art and Domestic Culture,” 124.

" The Entire Collection of Important Modern Paintings, Statuary, Bronze, Articles of
Vertu, Etc. Belonging to the Late Mr. LeGrand Lockwood. Despite the assertion in this
catalogue that the sale encompassed LeGrand Lockwood’s entire collection, several ideal
sculptures, including Randolph Rogers’ The Truant (1854) and Chauncey Ives’ Rebecca
at the Well (1854) were not included in the sale, raising the question of whether Anne
Lockwood considered these works (which were not displayed in Elmwood’s art gallery)
her own. The Truant is clearly visible in a stereograph of Elmwood’s drawing room. For
a record of LeGrand Lockwood’s purchase of Rebecca, see the transcript of Chauncey
Bradley Ives’ studio book, MS, curatorial files, Metropolitan Museum of Art.

" For reviews of the Lockwood collection, see “Fine Arts,” New York Times, 14 April
1872: 2; “A Valuable Art Collection,” New York Commercial Advertiser, 16 April 1872:
4; “Fine Arts,” New York World, 18 April 1872: 2.
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Around the same time, Lockwood also purchased two canvases by Bierstadt depicting the
Rocky Mountains.'” Three years later, he funded the artist and explorer William
Bradford’s (1823-1892) journey to the Arctic, having already commissioned a 6 x 10 foot
painting titled Sealers Crushed by Icebergs (fig.60), based on the artist’s ill-fated voyage
to Greenland. This painting may also have hung in the Lockwoods’ gallery.

The awkward position of Lockwood’s larger paintings, which were hung in
Elmwood’s art gallery unframed and overlapping the dado, suggests that Lienau’s staff of
decorators had little to do with their placement. It was most likely LeGrand Lockwood
himself that chose their locations. Lockwood probably also chose the locations of his
ideal sculptures, which complemented his landscapes and inflected their meaning. In
particular, his paired depictions of an Indian maiden discovering Christianity and a
captive white woman remembering her long-lost mother, by the American sculptor
Joseph Mozier, framed the nation’s westward expansion as a project of benign
domestication and constructed Lockwood as a patriarch and missionary rather than a

conqueror.

The vestibule

The vestibule of Elmwood is a square room, entered from the west and made into
an oval by half-circular niches at both the north and south ends. Tall, narrow windows in
these niches illuminate the room’s star-patterned floor of inlaid, parti-colored marble, its

faux rib-vaulted ceiling and its walls, which were once painted beige and covered with

" “Fine Arts: Collection of the Late LeGrand Lockwood,” New York World, 18 April
1872: 2.
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decorative blue and red frescoes.'® Outfitted with an inner set of doors, the Lockwoods’
vestibule kept drafts out of their house and provided a place for guests to shed their coats.
Beyond this, however, it served as an ornate staging ground that framed the principal
view into the house. When the inside double doors of oak and frosted glass are open, a
visitor can see straight through the entrance hall to the sun-lit art gallery directly ahead,
and beyond to the deep bay window set in the back wall of the dining room at the

opposite end of the house.

The Entrance Hall

Having passed through the vestibule, a visitor enters a 20 x 32 foot, rectangular
room with half-circular niches in each corner, oriented perpendicular to the main axis of
the house. Save for the corner niches, the room resembles a tetrastyle atrium in an ancient
Roman villa. Four Doric columns and four pilasters of mottled grey and white Florentine
marble on high porphyry bases create a corridor through the center of the hall, and direct
visitors attention into the art gallery. The diamond pattern of the inlaid Italian marble
floor is broken with stripes of colored marble that follow and emphasize this trajectory.
Stereographs of the room show four Renaissance revival chairs, designed by Leon
Marcotte, positioned near the four corner niches (figs.61-62). Their presence suggests
that Marcotte also designed other features of the room, including the color scheme, the
coffered ceiling (originally painted beep blue) and the massive, walnut mantle

ornamented with carved, Greek-garbed caryatids, that occupies the north end of the room.

16 See Findlay, “Interior Decoration of the Lockwood-Mathews Mansion,” 43-46.
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Although the walls of the entrance hall were putty-colored in Lockwood’s day,
the two niches to the left and right of the art gallery entrance were painted a darker
greenish-grey to contrast with the white marble figures they contained. These sculptures,
both by Joseph Mozier, were Pocahontas, modeled in 1850, and its later pendant The
Wept of Wish-ton-Wish, modeled around 1853 (figs.63-64). It may have been
Lockwood’s versions of these figures that were shown, along with Adelicia Acklen’s
version of The Peri, in Mozier’s exhibition at the Tenth Street Studio Building in New
York in October and November of 1866."" If so, Lockwood probably acquired them with

his new house in mind during his 1865 trip to Rome with his family.'® In Lockwood’s

7 For reviews of Mozier’s 1866 New York exhibition, see “Mozier’s Sculpture,” New
York Post, 16 October 1866: 3; “Art Matters,” American Art Journal 5 (18 October
1866): 408; “Art,” The Round Table 4 (3 November 1866): 227; An article published
shortly before this exhibition closed noted that only three of the sculptures were not
owned by private collectors. The others, including Pocahontas and The Wept of Wish-
ton-Wish, would be returned to their owners. “Mozier’s Statuary,” New York Post, 7
November 1866, 1. Lockwood allowed his painting, The Domes of the Yosemite, to be
shown by the artist, Albert Bierstadt, at the Tenth Street Studio Building in May, 1867.
To make it clear who owned the painting, it was shown in an ornate gold frame inscribed
with Lockwood’s initials.

"® It has been suggested that a pair of these two sculptures owned by the Hirschl & Adler
Gallery in 1982, inscribed with the date 1859, were the pair originally owned by
Lockwood. This argument is based on the facts that this is the only known pair of
Pocahontas and The Wept of Wish-ton-Wish that were carved in the same year, and that
their marble pedestals, which are identical, appear to match the pedestals in early
photographs of Lockwood’s entrance hall; however, the version of Pocahontas now in
the Art Institute of Chicago has an identical pedestal, suggesting that these items were
standardized. See Eric W. Baumgartner, Carved and Modeled: American Sculpture,
1810-1940, exh. cat. (New York: Hirschl & Adler Gallery, 1982), 10, 26-27 and Judith
A. Barter, Kimberly Rhodes and Seth Thayer, eds. American Arts at the Art Institute of
Chicago: From Colonial Times to World War I (Chicago: The Art Institute, 1998), 201-
202. Because Mozier’s studio papers are lost, it is impossible to determine exactly when
Lockwood purchased his versions of Pocahontas and The Wept of Wish-ton-Wish. After
one hundred and thirty-two years, versions of these two sculptures were permanently
installed (or re-installed) in the entrance hall of ElImwood (now the Lockwood-Mathews

Mansion Museum). The mansion served as the setting for the 2004 Paramount Pictures
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entrance hall, the sculptures stood in their respective niches, indirectly illuminated by
sunlight from the vestibule and from the tall, narrow windows in the two niches of the
west wall. These angled windows directed light across the surface of the sculptures,
emphasizing their contours. In the relatively spare environment of the entrance hall,
Pocahontas and The Wept of Wish-ton-Wish were striking focal points that framed the
Lockwoods’ art gallery and the rest of their home.

Pocahontas was one of Mozier’s earliest and most popular productions. He made
at least five copies, and probably many more."” He began by modeling a bust version of
the sculpture in 1848, but encouraged by the praise of Margaret Fuller and others, he
decided to work his bust into a full-length, life-size figure two years later, just after he
settled in Rome.*® His subject is the highly mythologized, adolescent girl who
supposedly saved the life of the English Captain John Smith when her father, a
seventeenth-century Powhatan Indian Chief, threatened to execute him. In 1614, when
she was seventeen years old, “Pocahontas” (whose actual name was Matoaka— in the

Powhatan language “Pocahontas” simply means “brat”) converted to Christianity, took

re-make of the 1974 film The Stepford Wives. Grasping the expressive potential of these
marble figures in a film about gender ideals, the film makers acquired the Hirschl and
Adler Gallery’s paired 1859 versions for the museum.

" Other early owners include Joseph Harrison, Jr. of Philadelphia, E.B. McCagg of
Chicago and G.G. White of Brooklyn. See Clark, Great American Sculptures, 120-21.
Yet another copy, originally owned by a family in Nashville, Tennessee, is now displayed
in the Belmont Mansion Museum. For more information about Mozier’s Pocahontas, see
Clark, A Marble Quarry, 128-31.

* In particular, Fuller praised “the union of sweetness and strength with a princelike,
childlike dignity.” Margaret Fuller, At Home and Abroad; or, Things Thought in America
and Europe (New York: The Tribune Association, 1869), 371. Presumably, the
composition of Mozier’s bust was retained in the full-length version of Pocahontas.
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the name Rebecca, and married the Englishman John Rolfe. Several years later, she
moved with him and their young son to England, where she enjoyed a brief period of
celebrity before dying, probably of smallpox, at the age of twenty-two. In reality, the
John Smith incident probably never occurred and Matoaka, who was a hostage in the
Jamestown colony at the time of her conversion and marriage, most likely became a
Christian and an Englishman’s wife unwillingly. Nevertheless, the story of a beautiful
Indian princess who saves the life of one Englishman, converts to Christianity, and
marries another Englishman was (and is) deeply appealing to Americans. The
Pocahontas myth reframes the complex, brutal history of disenfranchisement and
genocide perpetrated on Native Americans as a romance, in which child-like, feminized,
“g00d” Indians spontaneously embrace European culture and are domesticated.”'
During the nineteenth century, dozens of popular plays sentimentalized the story
of Pocahontas.”> Heavily influenced by Jean-Jacques Rousseau’s eighteenth-century
idealization of the “noble savage,” many of these dramas emphasized Pocahontas’s

essentialist affinity with the natural world (one need only look to Walt Disney’s 1995

2! For the Pocahontas myth in American culture, see Robert Berkhofer, Jr., The White
Man’s Indian: Images of the American Indian from Columbus to the Present (New York:
Vintage Books, 1979), 90-95; William M. S. Rasmussen and Robert S. Tilton,
Pocahontas: Her Life and Legend, exh. cat. (Richmond: Virginia Historical Society,
1994); Robert S. Tilton, Pocahontas: The Evolution of an American Narrative
(Cambridge: Cambridge University Press, 1994); S. Elizabeth Bird, ed. Dressing in
Feathers: the Construction of the Indian in American Popular Culture (New York:
Westview Press, 1996), 1-12; Susan Scheckel, The Insistence of the Indian: Race and
Nationalism in Nineteenth-Century Culture (Princeton, N.J.: Princeton University Press,
1998), 41-69.

** In 1808 the first Pocahontas drama was performed in Philadelphia. It was James Nelson
Barker's The Indian Princess; or, La Belle Sauvage. Some thirty plays by various authors
followed. Scheckel, The Insistence of the Indian.
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animated feature, Pocahontas, to witness the persistence of this idea); however, while
Rousseau (like Disney) presented humanity’s primal, “savage” state as good in itself,
nineteenth-century formulations of the Pocahontas myth stressed Christian civilization’s
pre-determined moral imperative to spread across the North American continent. In these
narratives, the wilderness appears as a feminized but untamed space, to be conquered
through romantic love and the assertion of domestic values.” As in these nineteenth-
century popular dramas, Mozier’s depiction of Pocahontas discovering Christianity
accidentally in the course of her woodland wanderings combines Rousseau’s “noble
savage” ideal with the newer ideology of Manifest Destiny. The sculpture also associates
Pocahontas’s virginal body (made more appealing and vulnerable by her exposed breast
and legs) with the yet-untouched American wilderness.*

Pocahontas is one of Mozier’s most accomplished works. The figure stands at
ease, in a graceful contrapposto pose. As in Erastus Dow Palmer’s Indian Girl, or, The
Dawn of Christianity (fig.65), which was almost certainly based on Mozier’s figure, the
girl’s eyes are downcast as she contemplates the crucifix in her right hand. Whereas
Palmer’s Indian girl holds a fold of her buckskin garment in her left hand, Pocahontas
holds the leash of a tame fawn, which rests behind her, leaning its head affectionately

against her right leg. Like most of Mozier’s figures, Pocahontas is youthful and plump.

* Ibid.

2 For the conflation of Pocahontas’s body and the American wilderness, see Rebecca
Blevins Faery, Cartographies of Desire: Captivity, Race, and Sex in the Shaping of an
American Nation (Norman: University of Oklahoma Press, 1999), 17. The importance of
the Pocahontas myth as a foundational national narrative can be witnessed from its
incorporation into the decorative program of the United States Capitol building. See
Vivien Green Fryd, Art and Empire: The Politics of Ethnicity in the United States
Capitol, 1815-1860 (New Haven and London: Yale University Press, 1992), 47-51.
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Her rounded limbs are dimpled at elbows and knees, her skin smooth, her features
peaceful and regular. Mozier lavished attention on the details of Pocahontas’s costume.
Her “authentic” coiffeur, feather headdress and short, fur tunic attracted much attention at
the 1859 Chicago Exhibition of Fine Arts—one of several large, mid-nineteenth-century
exhibitions where Mozier’s patrons displayed their versions of the sculpture.”> The
iconography of Mozier’s figure is straight-forward. In picking up the crucifix, she leaves
a broken arrowhead lying in the dirt at her feet. She has been rendered as gentle as her
pet deer by her encounter with Christianity. The description of Pocahontas that appeared
in the 1872 sale catalogue of Lockwood’s art collection reads, “This chaste figure is one
of the finest expressions of the artist’s power. The forms are carefully and satisfactorily
modeled, and the idealized Indian face expressive of thought and feeling. Her
contemplation of the cross suggests her conversion to Christianity, as the deer is the
symbol of her affectionate and faithful nature.”°

Although one particularly critical reviewer of Mozier’s 1866 Tenth Street Studio
exhibition noted, “‘Pocahontas’ and ‘The Wept of Wish-ton-Wish’ are the poorest
sculptures in the collection, being trivial in conception and bad in drawing, utterly

unworthy of Mr. Mozier’s talent,” Pocahontas was praised by most critics.”’ A reviewer

for the London-based Art Journal described the sculpture in 1854 as being “full of deep

2 “The Art Exposition,” Chicago Press and Tribune, 21 June 1859: 2. Pocahontas was
also shown at the 1864 Philadelphia Sanitary Fair and the Brooklyn and Long Island
Sanitary Fair the same year. American Arts at the Art Institute of Chicago, 202.

*® The Entire Collection of Important Modern Paintings, Statuary, Bronze, Articles of
Vertu, Etc. Belonging to the Late LeGrand Lockwood, 27.

2T« Art Matters,” American Art Journal 5 (October 1866): 408.
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sentiment and unaffected purity, with a striking originality as to costume and

treatment.””®

In general, negative criticism of Pocahontas centered on the figure’s face,
which did not look Indian enough to satisfy some viewers. “The ‘Pocahontas’ is graceful
in pose,” wrote a critic for the Round Table, “but the type is false to the character of the
aboriginal Indian.”*® Although Mozier made a gesture toward ethnographic accuracy by
giving his Indian girl high cheekbones and a slightly prominent nose, her face generally
conforms to the classical, western canon of beauty. Rather than reflecting a lack of skill
or attention on Mozier’s part, Pocahontas’s European features serve an important
symbolic function. Together with the white marble from which she is carved, they
emphasize her assimilation into white culture, which erases her ethnicity along with her
past.

The Wept of Wish-ton-Wish is one of only a few American ideal sculptures based
on a novel, in this case James Fennimore Cooper’s 1829 tale of the same title.** Cooper’s
story centers on the Puritan community of Wish-ton-Wish, deep in the wilds of
seventeenth-century Connecticut. There, the Heathcote family captures an orphaned
Narragansett Indian boy, Comanchet, and attempts to raise him in their home. During a
raid by the boy’s tribe, Comanchet rescues the Heathcotes’ little daughter Ruth in a scene

that perfectly mirrors Pocahontas’s mythic rescue of John Smith. Believing her parents

to be dead, he returns with Ruth to his tribal home. Raised as a member of the tribe, she

* Florentia, “A Walk Through the Studios of Rome,” 185.
29 «Art, The Picture Galleries,” The Round Table, 61 (3 November 1866): 227.

% James Fenimore Cooper, The Wept of Wish-ton-Wish: A Tale (Philadelphia: Carey, Lea
& Carey, 1829).
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eventually loses all memory of her parents, marries Comanchet, and has a child of her
own. Meanwhile, Ruth’s mother has never given up hope of recovering her lost
daughter. When Comanchet learns that the Heathcotes are alive, he is moved by the
seeds of piety and domesticity they planted in him long ago to return his wife to her
parents. Ironically, it is Ruth’s own domestic nature—the sign of her origin in a Christian
home—that pulls her away from civilization and sends her fleeing back to her Indian
husband and child. Though she is ultimately reunited with her parents after Comanchet’s
heroic death, she remains hopelessly conflicted, and soon dies of a broken heart.

As Laura Mielke has recently observed, Cooper’s novel constructs Anglo-Indian
conflict in domestic terms. Through the character of Ruth Heathcote, Puritans and
Indians are briefly joined in a single, extended family. The dramatic tension of the novel
stems, in part, from its characters’ struggles for control over domestic space, and for
familial integrity.”' Unlike the mythic Pocahontas narrative, with its smooth trajectory
from savagery to domesticity, Cooper’s novel is full of complex and contradictory
entanglements.

In his sculpture The Wept of Wish-ton-Wish, Mozier depicted the scene from
Cooper’s novel in which Ruth, now called Narra-mattah, is reunited with her family for
the first time. She stands transfixed, listening to her mother sing a cradle song that had
lulled her to sleep as a baby. The sculptural quality of this scene is suggested by the text
itself.

At the first low-breathing notes of this nursery song, Narra-mattah became as
motionless as if her rounded and unfettered form had been wrought in marble.

*! Laura L. Mielke, “Domesticity and Dispossession: Removal as a Family Act in
Cooper’s The Wept of Wish-ton-Wish and The Pathfinder,” ATQ 16 (2002): 9-30.
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Pleasure lighted her eyes, as strain succeeded strain; and ere the second verse was

ended, her look, her attitude, and every muscle of her ingenuous features, were

eloquent in the expression of delight.”*
The pose of Mozier’s figure is very similar to that of Pocahontas; however, Narra-mattah
brings her right hand to her face in a distracted, thoughtful gesture. Her left hand holds a
swag of heavy drapery that surrounds and frames her lower body. Although she stands in
the same graceful, contrapposto pose as her companion, Narra-mattah’s head is tilted in a
listening attitude rather than bowed in contemplation, and her eyes are wide-open and
haunted. The strain in Narra-mattah’s face alludes to the tension in Cooper’s novel,;
however, by isolating the moment when Narra-mattah is recalled to the knowledge of her
original family and people by maternal love, Mozier simplified and sentimentalized
Cooper’s narrative.

Mozier re-worked The Wept of Wish-ton-Wish in 1864, varying her shell
headdress slightly, simplifying her moccasins, and making her hair less wavy.”> The
Wept of Wish-ton-Wish was not exhibited as widely as Pocahontas. Despite Henry
Tuckerman’s contention in 1867 that several versions had already been ordered by
American buyers, Mozier’s reworking of the sculpture and, later, his attempts to tint it,

suggest that he was struggling to make it more appealing to potential patrons.’* When

Mozier exhibited the first version of the Wept of Wish-ton-Wish at the London

** Cooper, The Wept of Wish-ton-Wish, vol.2, 166.

* From the stereographs of Elmwood’s interior, it is impossible to tell whether
Lockwood owned Mozier’s original version of the sculpture or his re-tooled, 1864
version. If, as seems logical, Lockwood purchased his sculptures of Pocahontas and The
Wept of Wish-ton-Wish during either his 1865 or his 1867 trip to Italy, he would have
owned the later version.

** Tuckerman, Book of the Artists, 591.
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International Exhibition of 1862, the British art critic J. Beavington Atkinson was
disturbed by a “peculiar cast of the eye,” which he believed violated the air of peaceful
repose an ideal sculpture should possess.”> Mozier’s modified Wept of Wish-ton-Wish
fared little better. It was designated by one critic as being one of the two weakest works
in Mozier’s 1866 New York exhibition.’® Other critics of this exhibition simply ignored
the figure.

The largest body of critical response to The Wept of Wish-ton-Wish centers around
the tinted version exhibited in Mozier’s posthumous, 1873 studio sale. “As in all previous
attempts at introducing color into marble statuary, there is nothing but failure in such
bedizening of that rather pretty sculpture, ‘The Wept of Wish-ton-Wish,” with her pink
skirt and orange hair,” wrote the critic for the Arcadian.’’ The ever-caustic Clarence
Cook compared the work to a “tobacconist’s sign, manufactured without regard to
expense.”® Tinted marble sculpture was widely reviled by nineteenth-century American
critics, who felt color degraded the essential purity and spirituality of ideal figures. In the
case of The Wept of Wish-ton-Wish, Mozier’s tinting also recalled, disturbingly, the threat
of miscegenation that lies at the heart of Cooper’s narrative. Cooper repeatedly stressed

his heroine’s fair skin (even the name Narra-mattah means “driven snow”), and he

ultimately re-united her with her white family and her natal Christian faith. Nevertheless,

> J. Beavington Atkinson, “Modern Sculpture of All Nations in the International
Exhibition, 1862,” Art Journal 9 (1863): 313-324.

36 «Art Matters,” American Art Journal 5 (18 October 1866): 408.
7 “The Mozier Statues,” Arcadian 1 (20 March 1873): 10.

3 «Art: The Mozier Marbles,” New York Tribune, 17 March 1873: 5.
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the alarming idea that a white, Christian woman, the very symbol of American domestic
culture, might be willingly absorbed into an Indian community is a disturbing subtext of
the novel. While Mozier’s un-tinted Wept of Wish-ton-Wish was never as popular as
Pocahontas, its whiteness at least reassured viewers that Narra-mattah remained
essentially and permanently white, despite her immersion in a non-white culture.
Rebecca Blevins Faery has argued that the paired images of the white female
captive and the welcoming Indian maiden were “central props” in the nineteenth-century
effort to expand the borders of the United States and define it as a civilized, white
nation.”” Whereas the former expressed the threat that Indian “savagery” posed to white,
domestic culture, the later reassured its audience that the eventual domestication of the
American Indians and, by extension, their land, was inevitable. This was certainly the
message Erastus Dow Palmer intended to convey with his pendant marble sculptures,
Indian Girl and The White Captive (fig.19), originally owned by the New York politician
Hamilton Fish.*® In a letter to his friend John Durand, Palmer related that he intended the

first sculpture “to show the influence of Christianity upon the savage,” and the second to

** Faery, Cartographies of Desire, 153.

“0 Fish purchased Indian Girl first, and commissioned The White Captive shortly after
installing it in his home. See Webster, Erastus D. Palmer, 149-50, 180-184 and and
Thayer Tolles, “Modeling a Reputation: The American Sculptor and New York City,” in
Art and the Empire City: New York, 1825-1861, 164-67. A photograph of Fish’s drawing
room, taken in the early 1880s, shows Indian Girl standing in his music room, just
outside the entrance to the drawing room. The White Captive probably stood opposite it,
on the other side of the room, but is obscured by a hanging curtain. See Artistic Houses,
vol.2, 94-95.
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show “the influence of the savage upon Christianity.”*'

The two sculptures are a study in
contrasts. Although both stand in a contrapposto pose, their weight is placed on opposite
legs. The Indian Girl is calm and poised. An aura of stillness surrounds her as she
contemplates the crucifix in her hand. Her left hand, hanging at her side, is relaxed. 7he
White Captive, on the other hand, stands in a strained and awkward position. Her face is
contorted by fear and her right hand clutches at the tree stump to which she is bound. As |
discussed at greater length in Chapter 3, Palmer’s White Captive remains a deeply
disturbing sculpture to this day. Despite the praise it received from critics during
Palmer’s lifetime, it was not a popular domestic ornament. Even the placid, reassuring
presence of Palmer’s Indian Girl fails to diffuse the tension it creates. Rather than
presenting the spread of Christian civilization a triumphal narrative, these two sculptures
show the conflict between white and Indian cultures as an undecided contest, with “the
influence of the savage upon Christianity” ultimately packing a greater emotional punch
than “the influence of Christianity upon the savage.”

Mozier’s pair of statues tells a different story. Although Joy Kasson noted
astutely that Lockwood’s pendant sculptures, like Palmer’s, raised “the question of
whether the white woman might ever fail to resist transformation” by an alien culture, she
failed to note how this tension was diffused by the sculptures’ formal relationship to one

another, their embedded narratives, and the domestic context in which they were

displayed.** By purchasing an un-tinted version of The Wept of Wish-ton-Wish,

*! Erastus Dow Palmer to John Durand, 11 January 1858, Dreer Collection, Historical
Society of Pennsylvania, Philadelphia, quoted in American Sculpture in the Metroolitan
Museum of Art, 70.

2 Kasson, Marble Queens and Captives, 93.
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Lockwood ensured that the piece would match Pocahontas both formally and
thematically. In their respective niches, Pocahontas and The Wept of Wish-ton-Wish do
not mirror, but rather echo one another. Unlike Palmer’s sculptures, their bodies are
arranged in nearly identical poses, and their associated narratives follow the same
trajectory. Pocahontas (guided by Christianity) and Narra-mattah (guided by maternal
love) take their first steps toward white culture in tandem. Together, Lockwood’s two
sculptures reinforce a single, reassuring idea: assimilation can occur in only one
direction, and must result from the spread of white, Christian, domestic culture—a
culture embodied by the genteel, private dwelling in which the sculptures were
displayed.” Amy Kaplan has asserted that nineteenth-century domestic interiors
generated “notions of the foreign against which the nation can be imagined as home,” and
thereby defined imperialism as a “process of domestication, which entails conquering and
taming the wild, the natural, and the alien.”** In the Lockwood’s entrance hall,
Pocahontas and The Wept of Wish-ton-Wish functioned in precisely this way.

In the United States, the post-bellum era was marked by particularly violent
Indian resistance as white Americans pushed the frontier westward, devastating native
people’s food supplies and spreading disease and murderous violence. The railroad’s

crucial role in the annihilation of the American Indians was clearly indicated in an 1867

* For a discussion of this idea’s effect on United States governmental policy, see Michael
Paul Rogin, Fathers and Children: Andrew Jackson and the Subjugation of the American
Indian (New York: Knopf, 1975).

* Amy Kaplan, “Manifest Domesticity,” in No More Separate Spheres!, 184.
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report by a special Congressional committee appointed to investigate “the state of the
Indian tribes.”
Two lines of railroads are rapidly crossing the plains, one by the valley of the
Platte, and the other by Smoky Hill. They will soon meet the Rocky Mountains,
crossing the center of the great buffalo range in two lines, from east to west...
Another route further north, from Minnesota by the Upper Missouri, and one
further South from Arkansas by the Canadian, are projected, and will soon be put
forward. These will drive the last vestige of the buffalo from all the region east of
the Rocky Mountains, and put an end to the wild man’s means of life.*
Many Americans, both within Congress and among the general populace, took the view
that the American Indians’ displacement and imminent demise was simply a case of
natural selection, in which a “superior race supplants a neighboring inferior one.”*
Others, however, adopted what they believed to be a more humane and Christian
approach to the “Indian problem.” In response to the 1867 Congressional report, social
reformers and protestant charities petitioned the government to save the American
Indians by “civilizing” them. Though less merciless than their social Darwinist
counterparts, these reformers provided the impetus behind the system of reservations and

government-run boarding schools that, ultimately, struck at the heart of the American

Indians’ communal cultures.*’

* United States Congress, Joint Special Committee to Inquire into the Condition of the
Indian Tribes, Condition of the Indian Tribes. Report of the Joint Special Committee,
Appointed Under Joint Resolution of March 3, 1865. With an Appendix. (Washington,
D.C.: Government Printing Office, 1867), 6.

* Ibid.

*" Berkhoffer, The White Man’s Indian, 166-75. The Federal Government ultimately
enlisted the aid of Protestant churches in the management of the reservation system. In
1873, the U.S. Secretary of the Interior, Columbus Delano, wrote that “through the aid of
Christian organizations... [the Indians’] intellectual, moral, and religious culture can be

prosecuted, and thus it is hoped that humanity and kindness may take the place of
189



A number of American ideal sculptures, including Hiram Powers’ The Last of the
Tribes (modeled 1870-71; Houston Museum of Fine Arts), and Mozier’s own work, The
Indian Girl’s Lament (1857; Hearst Castle), have as their theme a dying Indian whose
fate is made to seem both natural and inevitable. Pocahontas and the Wept of Wish-ton-
Wish, on the other hand, propose an alternate solution to “the Indian problem.” Rather
than fleeing or collapsing before the advance of white civilization, these figures turn to
meet and accept it. The fact that Lockwood selected this pair of statues to decorate his
entrance hall suggests that he embraced the idea (common among liberal reformers in the
East) that the American Indians could be saved and, ultimately, assimilated into
American culture through the teaching of Christianity and domestic values. This view
was not only sanctioned, but actively supported by Lockwood’s own, northern, “New
School” branch of the Presbyterian Church.*® At a December, 1867 meeting in New York
City, Presbyterian ministers expounded on the need for missionaries to work with the
Indian tribes in the far west, and focused on the railroads as agents for “the immediate

9549

evangelization of our country.” Whereas the 1867 Congressional Report presented

railroads as the instrument that would bring about Native Americans’ destruction, these

barbarity and cruelty.” Secretary of the Interior, Annual Report, 1873-74, quoted in ibid.,
169.

* LeGrand Lockwood’s father-in-law was the editor of the New York Evangelist, a New
School Presbyterian newspaper that championed abolition. See Hugh Davis, “The New
York Evangelist, New School Presbyterians and Slavery, 1837-1857,” American
Presbyterians 68 (Spring 1990): 14-23. After the Civil War, the Evangelist tuned
increasingly to the issue of spreading Christianity among American Indians in the West.

# «“Local Intelligence: Home Missions,” New York Times, 16 December 1867: 8.
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reformers embraced railroads as benign conduits for civilization and Christianity—an

idea that Lockwood must have found deeply appealing.

The Art Gallery

After leaving the entrance hall, the Lockwoods’ visitors passed through a short
corridor into a rotunda, 33 x 38 feet across, lit by a double skylight forty-two feet above
the floor. While the entrance hall of Elmwood derives from ancient Roman architecture,
the soaring, octagonal art gallery recalls Christian chapels, for instance the palace chapel
of Charlemagne which forms the core of Aachen Cathedral. The wainscoting, moldings
and other woodwork are carved from two types of walnut, and a parquetry floor in an
interlocking diamond pattern (now covered), once complemented the floor of the
entrance hall. Here too, accent lines broke the pattern, directing viewers to points of
interest around the room. To the north, a grand staircase sweeps up in low, deep steps to
a wide landing, then divides and climbs up to the octagonal, second floor gallery
overlooking the room below. A low, marble fireplace on the south wall is surmounted by
a recessed, etched glass panel depicting Pomona, the Roman goddess of fecundity, with
Cupid sitting at her feet. This panel is also visible on the other side of the wall, above the
fireplace in the music room. The 1869 New York Sun article described Elmwood’s art
gallery in glowing terms. “The great hall tessellated with varied woods would hold an
ordinary house within its compass, and is a model of rich simplicity. The walls and

ceilings are of light drab and lavender, mingled with gold and delicate rose.”® High

%0 I eGrand Lockwood’s Residence,” 2.
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above, on the wide, inward-leaning cove surrounding the skylight, LeGrand and Anne
Lockwood’s monograms were frescoed in two-foot high letters, decorated with gold leaf.
Noting that the Lockwoods’ art gallery was located in the center of their home,
and was not directly accessible from outside, Anne Bolin has concluded that it “was
designed primarily for the benefit of friends and family” and “was not designed to

accommodate the public.”"

Because the Lockwoods had very little time to live in their
country house with their art collection in place, we can’t know for certain how accessible
they would have made their gallery; however, a number of factors suggest that they
intended it to serve a semi-public function. For one thing, the social networks maintained
by wealthy Americans in the second half of the nineteenth century were extensive,
typically comprising several thousand individuals.”* Although Elmwood was a private
residence, its size and grandeur suggest that the Lockwoods intended to use it for both
private, family life and large-scale social functions. Members of their New York social
circle and many residents of the town of Norwalk would have visited Elmwood for
parties, balls, dances, dinners and social calls. The Lockwoods probably distributed
stereographs of Elmwood to at least a hundred family members and friends. The press,
and by extension a broad popular audience, were also given access to the house and the
Lockwoods’ art collection. At least one critic, writing about an ideal sculpture destined

for ElImwood, commented that, “It is intended for the house of one of our merchant

princes in Connecticut, and will reward many a pilgrim for a journey thither,” implying

! Bolin, “Art and Domestic Culture,” 172.

2 It was not uncommon for men and women of the Lockwoods’ social standing to issue
1,500 invitations to a reception or ball.
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that such “pilgrimages” to private art galleries were commonplace and expected.”
Finally, the gallery was clearly visible from the mansion’s main entrance. Anyone
standing in the vestibule would have seen the large artworks arranged in the entrance
hall, the center of the gallery, and hanging on the gallery’s two back walls.

The figure that appears in the stereographs of Elmwood’s art gallery, standing in
the center of the room directly below the skylight, is James Henry Haseltine’s (1833-
1907) depiction of an intrepid youth, Excelsior (1866; location unknown) (fig.66).
Haseltine, a native of Philadelphia, took the unusual step of studying sculpture in Paris
before setting up his studio in Rome. His career had hardly begun when the Civil War
broke out, and he came home to Pennsylvania to serve as a Major in the Union Army.
The Lockwoods’ commission must have been among the first he received after his return
to Rome in 1865. Samuel Osgood described Haseltine as ... a sculptor of much
versatility and most fertile brain and ready hand, perhaps too eager to press his fancies
into marble embodiment; yet evidently encouraged by ready patrons, and abounding in

9954

home affections and patriotic sentiments such as win favor with our people.””” Lockwood

was an avid supporter of the Union and, if his art collection is any indication, he

appreciated both “home affections” and “patriotic sentiments.”>

> Samuel Osgood, “American Artists in Italy,” Harper’s Monthly, 41 (August 1870):
421.

> Ibid., 422.
> LeGrand Lockwood adopted Company F of the 17" Connecticut Regiment, which was
named after him. He paid each enlistee $25 and supported their families financially for

the duration of the war. See LeGrand Lockwood (1820-1872), 27.
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Haseltine took as his subject the young hero of Henry Wadsworth Longfellow’s
1841 poem, “Excelsior,” who rushes up the side of a mountain, heedless of the warnings
of his sweetheart and various other observers. In response to their pleas for caution, he
answers only “Excelsior!” (Higher!), a motto which is reiterated on the flag in his hand.
A group of monks, who find the youth’s frozen body the following morning, seem to hear
his faint cry of “Excelsior!” echoing down from heaven. A literary critic, writing in
1867, described Longfellow’s poem as old fashioned and permeated with “sickly
sentiment”; however, the Lockwoods’ tastes were probably more in line with those of an

% ¢

1853 reviewer, who declared that “Excelsior” “stirs even stagnant souls as with the
sound of a trumpet... heard from the battlement of a temple not made with human
hands.”°
Haseltine’s interpretation of Longfellow’s poem depicts a young man in
Elizabethan garb, striding determinedly up a steep incline with the staff of a half-furled
flag over his right shoulder and a mountain climber’s walking stick in his left hand. His
chin is raised and his eyes trained upwards. According to an anonymous viewer quoted
by Henry Tuckerman, who saw a bronze version of the sculpture in Haseltine’s studio:
“Excelsior” gives effectively the ascending movement of the aspiring youth—
while Love, Wisdom, Experience and Death are represented in appropriate figures
in the bas-reliefs of the pedestal... bringing out [the poem’s] substantial

thought—the career of irrational, insatiable, but inflexible ambition, admired,
mourned, and condemned by turns.”’

36 “’Longfellow,” from The Spectator,” The Living Age, 98 (25 July 1867): 241;
“American Authorship, no. VII: Henry Wadsworth Longfellow,” The Living Age, 39 (12
November 1853): 417.

>" Tuckerman, Book of the Artists, 598.
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This observer, and also Anne Bolin saw a cautionary, moralizing tale in both
Longfellow’s poem and Haseltine’s sculpture; however, the young man’s implied
heavenly ascent contradicts this interpretation. His ambition is evidently spiritual as well
as temporal, and it is divinely sanctioned and rewarded.’® The surrounding artworks, in
particular Albert Bierstadt’s monumental The Domes of the Yosemite and Petrus Van
Schendel’s (1806-1870) equally large Annunciation (c.1863; location unknown), link the
forward momentum of Longfellow’s young hero to the ideas of Manifest Destiny and the
evangelism of the West.” Like his courageous, heavenward ascent, the movement of
white settlers across the North American continent is difficult and potentially fatal, but
divinely ordained. Not surprisingly, two of the stereographs of Elmwood’s art gallery
show Excelsior standing against the backdrops of Bierstadt’s and Van Schendel’s
paintings.

Stereographs of Elmwood’s gallery also show a wood and leather sofa just below
The Domes of the Yosemite, and another on an opposite wall. In fact, there were four of
these carved walnut and marquetry sofas, designed by Herter Borthers, against four walls

of the art gallery.”” Their inlaid Greek key pattern matched the newel posts of the grand

38 Bolin, “Art and Domestic Culture,” 175.

* See Nancy K. Anderson, “‘The Kiss of Enterprise’: The Western Landscape as Symbol
and Resource,” in William H. Treuttner, ed. The West as America: Images of the
Frontier, 1820-1920, exh. cat. (Washington, D.C.: Smithsonian Institution, 1991), 241-
42.

% For information about the sofas, see Howe, “Elm Park: The LeGrand Lockwood
Residence”; Unique and Artistic Furniture From the House at Norwalk, Conn. of the
Late LeGrand Lockwood, Esq., 9; Howe, “Elm Park: The LeGrand Lockwood
Residence,” 140-41; Additional information about the carved designs was obtained from
Elizabeth Montgomery, Registrar, Lockwood-Matthews Mansion Museum, July 2003.
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staircase, suggesting that they were designed specifically for Elmwood’s rotunda. Though
nearly identical, each sofa had a different motif carved into the lunette above the center
back panel. The sofa that remains at Elmwood shows an artfully arranged cluster of
musical instruments (fig.67). The relief carvings on two other sofas depicted stacked
books, and an artist’s palette and brushes. The fourth sofa had a carving of a train. This
last sofa is clearly visible in a stereograph of the art gallery’s south-west wall, below two
mountainous landscapes, probably the two Rocky Mountain scenes by Bierstadt (fig.68).
The intended symbolism here is impossible to misconstrue—the railroads that were the
basis of the Lockwoods’ wealth are also instruments of High Culture, responsible for
bearing civilization westward across the continent.

Excelsior’s placement in the center of Elmwood’s art gallery, though eloquent,
was most likely provisional. It was well-known that LeGrand Lockwood had
commissioned a larger, more elaborate sculpture as the centerpiece of his collection—
Larkin Goldsmith Mead’s (1835-1910) Columbus' Last Appeal to Queen Isabella (1868-
71), now in the California State Capitol in Sacramento (fig.69).*' Had Lockwood’s
financial vicissitudes not occurred, Mead’s sculpture would likely have taken Excelsior’s

place once it was completed in 1871.%

o' See Osgood, “American Artists in Italy,” 141; S.H.-W., “Editorial Correspondence,”
Scientific American, 18 (29 February 1868): 131. H. Nicholas B. Clark has written of this
sculpture as being complete and installed in ElImwood by 1870; however, there is no
evidence that this was the case. The sculpture does not appear in the1872 sale catalogue
of Lockwood’s art collection. Clark, A Marble Quarry, 237.

%2 Osgood claimed that the sculpture was “nearly complete” in October, 1869. See
Osgood, “American Artists in Italy,”141.
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Larkin Mead, a native of Brattleboro, Vermont, studied under Henry Kirke Brown
(1814-1886) in New York before setting up a studio in Florence, Italy in 1863.%
Lockwood may have met Mead in Florence during one of his trips to Europe, or he may
have met the sculptor in the spring of 1866, when Mead brought a selection of his recent
works to New York and exhibited them at the Tenth Street Studio Building. In either
case, Lockwood would have seen Mead’s ideal figure Echo (c.1862; Corcoran Gallery of
Art), as well as several genre pieces including The Battle Story (1865; Chrysler Museum
of Art)—an over-life-size, two-figure group which depicts a Union officer holding an
absorbed young girl (variously interpreted as his daughter or the daughter of a fallen
comrade) on his lap as he relates his tale. This latter work received the lion’s share of
critical attention at Mead’s 1866 New York exhibition.®* Like the critics, Lockwood was
probably impressed by The Battle Story’s combination of tender, domestic sentiment and
patriotism.

Whatever moved Lockwood to commission Columbus' Last Appeal to Queen
Isabella from Mead, the sculpture was well underway by February, 1868, when a
correspondent for Scientific American noted:

The chief work in [Mead’s] studio is a fine group for LeGrand Lockwood ,

representing Columbus’s last appeal to Queen Isabella. The Queen is attended by

her page, and the group is intended to represent the moment when Isabella has

decided to further the project of Columbus... It is a grand, life size composition
and will require from three to four years to complete.®’

% For biographical information about Larkin Mead, see Clark, A Marble Quarry, 233-42.

64 “Fine Arts,” New York Evening Post, 1 May 1862: 2; “American Art Feuilleton,” New
York Times, 3 May 1866: 4.

% S.H.W., “Editorial Correspondence,” 131.
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When it was completed, Samuel Osgood noted, the sculpture was destined for
Lockwood’s Connecticut home.®® Columbus' Last Appeal to Queen Isabella measures
seven feet across and weighs five tons, not including the base.’’ It could have been placed
in no other room in Elmwood besides the art gallery. Mead’s sculpture depicts a
youthful, comely Isabella looking down into the earnest face of a kneeling Columbus on
her left. With her left hand, she gestures toward the globe he presents for her inspection.
With her right, she proffers a sash of woven pearls which is looped around her waist as a
belt. A curly-headed page boy kneels on a cushion to her right, waiting to carry out her
orders. An inscription on the base of the sculpture reads, “I will assume the undertaking
for my own crown of Castile, and am ready to pawn my jewels to defray the expense, if
the funds in the treasury shall be found inadequate.”

The three figures of Columbus' Last Appeal to Queen Isabella are arranged in a
rough triangle, with Isabella’s crowned head at its apex. It is Isabella, rather than
Columbus, who is the focal point of Mead’s sculpture. In this regard, Mead departed

from sculptural precedents that portrayed Columbus as a conquering hero, for instance,

% Osgood, “American Artists in Italy,” 141.

7 Columbus’ Last Appeal to Queen Isabella weighs five tons, and its pedestal weighs an
additional four tons. Elmwood’s first floor is supported by brick piers and vaulting in the
basement. See the Historic American Buildings Survey (HABS) records for “The
Lockwood-Mathews House, Veterans' Memorial Park, Southeast, Norwalk, Fairfield
County, CT” in the “America Builds” database of the Library of Congress website,
American Memory, http://memory.loc.gov (accessed June 2004). It would have had to
have been reinforced, from the main entrance to the rotunda, with at least a dozen
additional piers extending two feet into the foundation in order to bear the sculpture’s
weight. I am grateful to architect Juan Fried, of the Chicago firm Ross Barney +
Jankowski, for reviewing Elmwood’s plans and providing me with this information. The
existing architecture shows no evidence that such alterations had even been begun;
however, the sculpture’s projected completion was still at least a year in the future when
Lockwood lost his fortune. See S.H.-W., “Editorial Correspondence,” 131.
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The Discovery of America (1837-43; United States Capitol) by the Neapolitan-American
sculptor Luigi Persico (1791-1860).°® Persico’s monumental sculpture originally stood
to the left of the entrance on the east fagade of the U.S. Capitol. In it, Columbus strikes a
triumphant pose—head erect, right leg aggressively forward, left hand on his hip, right
hand holding aloft a globe. A scantily clad Indian girl cowers away from him in awe or
terror. Masculine and martial, this Columbus has come to impose his will upon the
Americas. As Vivien Green Fryd has noted, “Persico’s sculpture proclaims the
dominance of the white man over the effeminate and, by implication, weak and
vulnerable Indian.”®

Mead’s more deferential Columbus, which he designed with a domestic setting in
mind, tells a different story. The inscription on the base of Columbus' Last Appeal to
Queen Isabella is taken from the American historian William Hickling Prescott’s oft-

repeated 1836 account of Columbus’s pivotal audience with the Spanish queen, during

which she supposedly offered to pawn her jewels to pay for his voyage.” Prescott’s

% As Ann Uhry Abrams has argued, images of Columbus “discovering” the Americas
played an important ideological role in antebellum American culture. Together with
nationalist written accounts of Columbus’s life and adventures, they constructed a vision
of the Italian explorer as “a repository for concurrent North American social, political,
religious, ethnic and cultural values.” Ann Uhry Abrams, “Visions of Columbus: The
‘Discovery’ Legend in Antebellum American Paintings and Prints,” The American Art
Journal, 25, nos.1-2 (1993): 96. For a range of depictions of Columbus over the course
of four hundred years, see Néstor Ponce de Léon, The Columbus gallery: the “Discoverer
of the New World” as Represented in Portraits, Monuments, Statues, Medals and
Paintings (New York, privately printed, 1893). Mead’s sculpture is discussed on page
128.

% Fryd, 94.

" William H. Prescott, The History of the Reign of Ferdinand and Isabella the Catholic,
vol.2 (Boston: American Stationer’s Co., 1838), 128.
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heavily mythologized story emphasizes Isabella’s crucial role as the patroness of
Columbus’s voyage of discovery and, by extension, the “New World” itself. This idea
was picked up by Prescott’s contemporary Samuel G. Goodrich. In his 1843 book Lives
of Celebrated Women, Goodrich praised “the generous patronage [Isabella] bestowed
upon Columbus,” noting that:
After he had failed in all his attempts in other quarters he at last found a friend in
the queen, who, rejecting the advice of her narrow-minded and timid counselors,
exclaimed, “I will assume the undertaking for my own crown of Castile and am
ready to pawn my jewels to defray the expense of it, if the funds in the treasury
shall be found inadequate.” Under her auspices, Columbus achieved his great
discovery; and Isabella may be called the mother of the Western world.”!
Probably because she was Catholic and an instigator of the Spanish inquisition,
Isabella does not appear frequently in nineteenth-century American visual culture. When
she is represented in images of Columbus’s endeavor, she is generally accompanied by
her aloof and watchful husband, King Ferdinand. This is the case, for instance, in
Randolph Rogers’ relief of Columbus’s audience with the Spanish court, one of nine
scenes depicting Columbus that Rogers modeled for the bronze doors of the United States
Capitol rotunda in 1855-59. In Mead’s sculpture, on the other hand, Isabella appears
alone with the explorer and her page. The three-figure composition emphasizes
Isabella’s role as the “mother of the Western world” by recalling sentimental, nineteenth-
century images of mothers “enthroned” in domestic interiors with their families gathered

around them, for instance Arthur Draper Shattuck’s (1832-1928) portrait of his own

mother, with his wife and child (1865; Brooklyn Museum of Art).

"' Samuel G. Goodrich, Lives of Celebrated Women (Boston: Brown and Taggard, 1860),
342. Goodrich’s book was first published in 1843.
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Benson Lossing, in his 1851 history of the United States, related that Columbus
“eloquently portrayed to the Queen the glorious prospect of extending the influence of
the Gospel over benighted heathens,” and that “the religious zeal of Isabella was fired.” ”
He then repeats the same quotation that appears on the base of Mead’s sculpture. In
Lossing’s history, Columbus set forth on his journey of discovery as Isabella’s emissary,
bearing her Christianizing influence to the New World. Mead reiterates this theme in his
sculpture.” Like a good Victorian mother, Isabella uses her influence to spread the
gospel. Amy Kaplan has described how, in sentimental, antebellum texts, “the Manifest
Destiny of the nation unfolds logically from the imperial reach of woman’s influence

"% Enclosed within the Lockwoods’

emanating from her separate domestic sphere.
domestic interior, Mead’s depiction of a maternal and quasi-religious Isabella and her
envoy Columbus would have made exactly this point.”

Although Columbus' Last Appeal to Queen Isabella was probably finished a year
before Lockwood died, it never came to Elmwood. Instead, it remained in Meade’s

Florence studio until the financially strapped Anne Lockwood sold it to the San Francisco

banker Darius Ogden Mills, who in turn gave it to the state of California as a Christmas

72 Benson J. Lossing, Pictorial Field-Book of the Revolution (New York: Harper and
Bros., 1851), xxii-xxiii.

7 Probably because of its close emulation of historical texts by Prescott, Goodrich and
Lossing cited above, Samuel Osgood claimed that Mead’s sculpture was “a chapter in
history as well as a study in art.” Osgood, “American Artists in Italy,” 141.

™ Kaplan, “Manifest Domesticity,” 198-99.

” By commissioning a sculpture that celebrates Isabella’s role as the patroness of
Columbus’ voyage of discovery, Lockwood also indirectly lauded his own role as the
patron of voyages made by Albert Bierstadt and William Bradford.

201



gift in 1883.7° If the sculpture had been completed in time to be installed in Elmwood’s
art gallery, it would have taken Excelsior’s place between Bierstadt’s The Domes of the
Yosemite and Van Schendel’s (1806-1870) Annunciation. This second painting was
described in the 1872 sale catalogue of the Lockwoods’ art collection as follows: “The
kneeling virgin is eminently graceful and dignified; her drapery, and that of the pries
Dieux exhibit exquisite technique. The figure of the announcing angel is posed with
infinite grace, and the light effect is brilliant, which suggests the immediate presence of
the Holy Ghost.””” Lockwood’s intended message is clear. Like the kneeling Mary in
Van Schendel’s painting, the kneeling Columbus receives his mission from God. The
westward movement of Christian civilization which he began will continue, Bierstadt’s
painting implies, spreading across the American wilderness to California.”®

Seen from Elmwood’s vestibule, Columbus' Last Appeal to Queen Isabella would
have stood framed by the entrance to the art gallery and flanked by Pocahontas on the

left and The Wept of Wish-ton-Wish on the right. Mozier’s pendant sculptures, with their

paired narratives of domestication through Christianity and maternal love, would have

76 See “The Columbus Statue,” Sacramento Daily Record, 22 August 1883: 3; “The
Columbus Group,” Sacramento Daily Union, 24 December 1883: 3; James Dufur, “The
Untold Story of How Columbus Came to California,” California Journal, 4 (March
1973): 107, cited in Bolin, “Art and Domestic Culture,” 123n192,

" The Entire Collection of Important Modern Paintings, Statuary, Bronze, Articles of
Vertu, Etc. Belonging to the Late Mr. LeGrand Lockwood, 25. When Schendel’s
Annunciation was eventually donated by its buyer, a Mr. D. Barnes, to the Brooklyn Art
Association in 1873, Horace Greeley had a somewhat different reaction to the work.
“That’s no angel,” he exclaimed, “That woman weighs 150 pounds!” “A Reminiscence of
the Association’s Gallery,” Brooklyn Daily Eagle 24 August 1874: 3.

7® Yosemite became protected Federal land in 1864; however, The United States Army
had already expelled the native Ahwaneechee people between 1851 and 1855.
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reinforced Mead’s missionary and maternal depiction of Columbus and Isabella. Once a
visitor passed into Elmwood’s art gallery, other artworks would have played similar
supporting roles. For instance, an apparently unique bronze version of Randolph Roger’s
sculpture Isaac (fig.70) expressed, in sentimental terms, the paired ideas of children’s
obedience to their parents and parents’ (specifically fathers’) love for their children.”
Isaac’s kneeling posture and upturned face, full of trust and supplication, recall Rogers’
earlier sculpture Ruth Gleaning, discussed at length in Chapter 4. Like Ruth, Isaac invites
both admiration and sympathy. Whereas, Ruth places viewers in the position of her
protector, Boas, Isaac invites viewers to imagine themselves as the boy’s father,
Abraham. Sentimental, nineteenth-century readings of the Book of Genesis stressed
Abraham’s anguish at the prospect of sacrificing his adored child. For instance, the
theologian and historian Joel Tyler Headley wrote:
Oh, who can tell the pleading looks and still more pleading language, and the
tears with which [Isaac] prayed his father to spare him! And who can tell the
anguish of that paternal heart as it met each sob and agonizing cry with the stern
language, “My son, God has chosen thee as the lamb for the burnt offering.”
Methinks, as fear gradually yielded to obedience, and the moving words, “my
mother, my mother,” died away in indistinct murmurs, that Isaac did not close his
eyes against the fatal blow, but opened them instinctively on his father, his only
help in that fateful hour... as his hand put back the clustering ringlets from that
fair young forehead, and his glance pierced the depths of those eyes fixed so
lovingly but despairingly on him.*’
Roger’ sculpture could almost be an illustration of Headley’s sentimental narrative.

Looking into Isaac’s sweet, childish face, and observing his utter helplessness, a

nineteenth-century viewer would presumably have been filled with sympathetic feelings

" See Rogers, Randolph Rogers, 93, 96, 98, 207; Clark, A Marble Quarry, 208-11.

% Joel Tyler Headley, The Sacred Mountains (New York: C. Scribner, 1862): 39.
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of parental love. The words from Genesis on the statue’s pedestal, “Abraham, Lay Not
Thy Hand Upon the Lad,” which stay Abraham’s hand, remind viewers of God’s own
loving, parental role.

In addition to Isaac, the Lockwoods’ art collection included many other
sentimental depictions of children, including a marble version of the infant Samuel
praying by Emma Stebbins (1810-1882), a pair of marble kissing cherubs by James
Henry Haseltine, and a wealth of genre paintings by artists including Christian-Edouard
Boettcher (1818-1889), John George Brown (1831-1909), Seymour Joseph Guy (1824-
1910), Henry Dillens (1812-1872), Karl Sohn (1805-1864), Meyer von Bremen (1813-
1886), William Sydney Mount (1807-1868), Enoch Wood Perry 1831-1915), John
Beaufrain Irving (1826-1877), Jules Schrader (1815-1900) and Hubert Salentin (1822-
1910).%" As I discussed in Chapter 4, idyllic scenes of childhood innocence celebrated
the bourgeois domestic sphere, whose primary function was to nurture and protect
children. It was domesticity, many nineteenth-century Americans argued, that set
civilized people apart from savages. Writing of “the domestic life of the Indians” in
1845, Sarah Hale, the editor of Godey’s Lady’s Book, noted, “The charm, which many
writers of romance and history have attempted to throw around savage life, is all illusory.
The real forest life of the poor Indian is now known to be one of hardship and
suffering.”® The accompanying illustration, by F.O.C. Darley (1822-1888), is a kind of

anti-sentimental genre scene (fig.71). It depicts a Native American man and woman

8! See The Entire Collection of Important Modern Paintings, Statuary, Bronze, Articles of
Vertu, Etc. Belonging to the Late Mr. LeGrand Lockwood.

82 [Sarah Josepha Hale], “Domestic Life Among the Indians,” Godey’s Lady’s Book, 30
(June 1845): 252.
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squatting in the dirt before their camp fire. The woman, her baby strapped to her back,
pokes the fire with a stick while her husband stares glumly into space. At the base of
liberal reformers’ efforts to “civilize” American Indians in the 1860s was the idea that
their salvation lay in adopting a western model of family life. Writing in 1863 of Native
American girls who “had been educated in the families of missionaries, and in small
schools taught by Christian ladies,” the missionary William Graham effused, “When
these educated young Indian women were married, their houses were homes of neatness,
order, and Christian refinement, which contrasted strangely with the rude hovels of their
neighbors, over which an uneducated squaw presided, or, rather, neglected to preside.”™
As Anne Bolin has correctly noted, the “significant juxtapositions” of artworks
within Elmwood’s gallery inflected the meaning of each one, reinforcing a dominant,
overarching theme.** Bolin argued that this theme was didactic, and that LeGrand and
Anne Lockwood arranged their art gallery to teach lessons of piety, self-restraint and
obedience to their children. Seen as a whole, however, the artworks in the Lockwoods’
collection seem to form a text that is less moralizing than triumphal. The Lockwoods’ art
collection , installed in and around their gallery at Elmwood or destined for that gallery,
celebrated the westward spread of white domestic culture across the North American
continent while presenting that spread as benign and divinely ordained. In particular,

Elmwood’s art gallery framed LeGrand Lockwood—art collector, railroad magnate and

% Rev. William Graham, A.M., “Frontier Sketches: IV. New Hope,” The Ladies’
Repository, 24 (July 1864): 411.

3 Bolin, “Art and Domestic Culture,” 138.

205



patron of exploration—as a missionary, motivated not by mercenary interests but by

obedience to God’s will and paternal, Christian love.

LeGrand Lockwood’s Manifest Domesticity

The image of LeGrand Lockwood that emerges from documents published at the
time of his death, in February 1872, is that of a principled businessmen and loving parent.
His obituary in the Norwalk Gazette stressed his business acumen and civic-mindedness,
but also his domestic nature. “Those who were admitted to the inner circle of his
friendship, his home, and his hospitality can testify to the warmth and constancy of his

domestic and social nature, that he was at once the strength, the light, and the joy of his
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home...”” In his funeral oration for Lockwood, the minister Ebenezer Platt Rogers noted

that:

No business cares or anxieties were allowed to interfere with his family duties or
pleasures, to separate him a moment from the most tender and genial
companionship with his own. When he was engaged in the most gigantic and
responsible undertakings, and was sustaining the most grave and far-reaching
responsibilities, he would come home to his household with a cheerful smile and
loving embrace, to be a child with his children, to read for their entertainment or
instruction, to enter into all their personal plans and enjoyments, as if nothing
outside his household claimed the slightest thought or attention. Home was
emphatically the shrine of all his fondest affections, and there he loved to
worship.*

As Bolin has noted, such testimonies bear witness to Lockwood’s personal devotion to
his home and family; however, they also attest to the importance of sentimental

domesticity within the mid-nineteenth-century construction of moral, Christian manhood.

85 “LeGrand Lockwood,” Norwalk Gazette, 27 February 1872: 1.

% E. P. Rogers, Address Delivered at the Funeral of LeGrand Lockwood (privately
printed, 1872), 11.
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It’s likely that Rogers (a Presbyterian minister who held a pulpit in a Dutch Reformed
church in Manhattan by 1872) was personally acquainted with Lockwood. He was also,
however, a popular public speaker who specialized in funeral orations. His description of
Lockwood does not differ markedly from his descriptions of Teunis Van Vechten,
Francis Parsons, Samuel Bass, Jacob Ten Eyck or Samuel Bancroft Barlow, and his
funeral orations for all these men echo the sentiments expressed in his published sermons
on the religious duties of professional men, particularly The Dangers and Duties of Men
of Business, which he wrote in 1855.*7 What Rogers presented in his funeral oration for
Lockwood was not just an image of a virtuous individual, but a type—that of a moral,
Christian businessman, driven not by acquisitiveness or the desire for power, but by a
paternal interest in the well being of his family and his fellow men. In short, Rogers’
funeral oration echoed the way Lockwood had already presented himself through his art

collection.®

%7 See the following by E.P. Rogers: The Dangers and Duties of Men of Business
(Philadelphia: W.S. and A. Martien, 1855); A Memorial of Hon. Francis Parsons
(Hartford, Conn.: privately printed, 1861); Address in Memory of Jacob H. Ten Eyck
(New York: Bradstreet Press, 1872); Funeral Address: In Memory of Samuel W. Bass, Jr.
(New York: privately printed, 1873); Address Delivered at the Funeral Services in
Memory of Samuel Bancroft Barlow, in the South Reformed Church, New York (New
York: privately printed, 1876). Rogers’ descriptions of virtuous businessmen, motivated
almost entirely by civic, religious and domestic concerns, seems particularly quaint in the
rapacious social context of the 1870s.

% Maria Castellanos has argued that the image of white, American men as domestic
protectors and patriarchs, which appears often in nineteenth-century sentimental novels,
legitimized both westward expansion and the speculative adventures of the market,
framing men’s engagement in these activities as an extension of their domestic role.
Maria Susana Castellanos, “Sentiment, Manhood, and the Legitimation of American
Expansion, 1820-1860,” Ph.D. dissertation, Brown University, 2000.
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In the week before Lockwood’s art collection was sold, on April 18 and 19, 1872,
large crowds thronged the New York galleries where his paintings and sculptures were
displayed, and newspapers published descriptions of the artworks on view. Nevertheless,
the results of the sale were disappointing.*” Lockwood’s artworks were removed from
their domestic setting and from one another. While his paintings were on view at the
Leavitt Art Rooms, his sculptures were displayed at Clinton Hall, making it impossible
for viewers to get any clear sense of what their meaning and value had been for
Lockwood. Even if this were not the case, it is doubtful whether the results of the sale
would have been significantly better. Lockwood’s tastes were beginning to seem old-
fashioned by the early 1870s. As French art gained ascendancy after the Civil War,
sentimental genre scenes, Diisseldorf-style landscapes and ideal sculpture all lost
popularity year by year. Furthermore, against the backdrop of Lockwood’s recent
downfall in the gold panic, the vast, ostentatious extent of his art and furniture collections
must have appeared somewhat foolish. Many viewers must have associated his
conspicuous consumption with the dangers of speculation and overweening ambition.

The diminished appeal of Lockwood’s collection was exacerbated by the fact that
a late-nineteenth-century celebration of “strenuous” masculinity was, by the 1870s,
displacing the sentimental, mid-nineteenth-century ideal of domestic manhood that had

been central to Lockwood’s self-fashioning.”® Men in the last quarter of the nineteenth

% For instance, Bierstadt’s The Domes of the Yosemite, which Lockwood had purchased
for $25,000 six years earlier, sold for a mere $5,100 “amid murmurs of surprise.”
Norwalk Gazette (Conn.), 23 April 1872, quoted in LeGrand Lockwood (1820-1872), 22.

% See E. Anthony Rotundo, American Manhood: Transformations in Masculinity from
the Revolution to the Modern Era (New York: basic Books, 1993), 222-46.
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century increasingly defined themselves in opposition to the domestic sphere. In the
popular imagination, the appeal of the American frontier began to lie precisely in the fact
that it was not yet domesticated. The West became a mythic space of male regeneration,
where the Primitive could be embraced and emulated rather than tamed and civilized.
Like other sentimental art forms, ideal sculpture, which was symbiotically connected to
the domestic sphere and relied for its effectiveness on a deeply felt, sympathetic
response, began to be viewed as feminine.”' The links between masculine identity,
sentimental domesticity, and westward expansion that Lockwood had made with his art
collection at ElImwood just a few years earlier were simply less relevant and appealing in

the cultural climate of the 1872 sale.

°!' The coding of sentimental culture as feminine was so ingrained by the turn of the
century that, in her 1896 book Bringing Up Boys, Kate Upton Clark included a chapter
titled “Boys Versus Sentimentality,” in which she argued that “...the mind of the boy is
naturally averse to dwelling upon the emotional aspects of life.” Clark, Bringing Up Boys

(New York: Thomas Y. Crowell & Co., 1896), 41.
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SECTION I11
LOOKING AND LONGING:
TWO SCULPTURESBY RANDOLPH ROGERSIN TWO ARTISTIC

INTERIORS
In this section, I will examine two thematically related sculptures by the American artist
Randolph Rogers in two artistic interiors. Nydia, the Blind Flower Girl of Pompeii,
modeled in 1855, appeared in the hall of Bloomfield and Clara Jessup Moore’s
Philadelphia home, and Merope, the Lost Pleiad, modeled in 1875, formed the
centerpiece of the art gallery in Jennie McGraw Fiske’s house in Ithaca, New York. Like
all nineteenth-century ideal sculpture, Nydia and Merope are sentimental objects.
Through their embedded narratives of love and loss, the sympathetic responses they
evoke and their placement in domestic interiors, they contributed to a sentimental
construction of the domestic sphere; however, as depictions of anxious, yearning, striving
women, Nydia and Merope also struck dissonant notes within the harmoniously arranged,
aesthetic interiors that housed them.

The 1870s marked a dramatic shift in the culture of the American domestic
interior. The influence of the English Aesthetic Movement, the availability of mass-
produced and imported goods, the rise of department stores, and the power of the press to
quickly disseminate fashions contributed to the formation of a new idea, “interior

991

decoration.”” The home began to be seen as a work of art, and individual objects within

" A search of Cornell University’s The Making of America full-text database of twenty-
two American nineteenth-century periodicals revealed that the term “interior decoration”
occurred only seven times in the period 1860-1870, fifty-six times between 1870 and
1880, and ninety-two times between 1880 and 1890. Cornell University, The Making of
America, http://cdl.library.cornell.edu/moa (accessed 13 June 2002).
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it became parts of a larger ensemble —the artistic interior.” This new way of thinking
offered the promise that one could assemble, from disparate objects carefully selected
and arranged, a beautiful and fulfilled (literally full-filled) surrogate for the self.’

Artistic interiors also promised escape from the turmoil and stress of modern life.*
In his influential 1878 stylebook The House Beautiful, Clarence Cook described an ideal
domestic interior as follows.

Here is the bit of Japanese bronze, or the Satsuma cup, or the Etruscan vase, or
the Roman lamp, or the beautiful shell, or the piece of English or Venetian glass.
Here too is the tumbler filled with roses, or the red-cheeked apple, or the quaintly
painted gourd, or the wreath of autumn leaves. And here, too, must be the real
candlesticks, with real candles to be lighted at twilight, before the hour for the
lamps, in the hour of illusion and of pensive thought, casting a soft, wavering
gleam over the down-looking picture and the mysterious cast, and bringing a few
moments of poetry to close the weary, working day.’

* The British term “aesthetic interior” was rarely used by decorators, in part because
Aesthetic Movement principals were only one contributing strain within the eclectic and
flexible mix of styles known as “artistic” interior decoration. See Charlotte Gere and
Lesley Hoskins, The House Beautiful: Oscar Wilde and the Aesthetic Interior (London:
Lund Humphries, 2000), 110-11 and Marilynn Johnson, “The Artful Interior,” in Doreen
Bolger Burke, et. al., In Pursuit of Beauty: Americans and the Aesthetic Movement, exh.
cat. (New York: Metropolitan Museum of Art, 1986), 111-141.

3 Jean-Christophe Agnew has described the late nineteenth-century tasteful interior,
assembled from purchased commodities, as a fantasy in which goods serve as “objects of
reflection,” which both construct and confine the self. See Agnew, “A House of Fiction,”
in Consuming Visions: Accumulation and Display of Goods in America,1880-1920,
(Winterthur, Delaware: Henry Francis DuPont Winterthur Museum, 1989), 136.

* Mary Blanchard has argued that the popularity of aesthetic décor after the Civil War
was due to a broader shift in the way Americans thought of the domestic sphere—from
the home as a teacher of moral principles to the home as a therapeutic environment. See
Blanchard, Oscar Wilde’s America: Counterculture in the Gilded Age (New Haven and
London: Yale University Press, 1998).

> Clarence Cook, The House Beautiful: Essays on Beds and Tables, Stools and
Candlesticks (New York: Scribner, Armstrong, 1878), 123. An early version of this book

had been published in a series of articles for Scribner’s Monthly in 1876.
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In Cook’s imagined interior, objects possess almost magical power. Properly arranged
and illuminated, they create a sheltered realm of comfort and aesthetic pleasure through
their authenticity and inherent beauty.

Conversely, Cook acknowledged that the restlessness of desire ran like an
invisible current through the seemingly restful artistic interior. In the 1881 edition of The
House Beautiful, he summed up the reaction of a representative “pretty, young,
American” reader, who complains:

But you talk about Cottier’s and you publish the most provokingly pretty pictures

of elegant and costly things, and you describe them and descant upon them, and

aggravate us so... that we can’t rest till we have tried to get things like them, and
then we find they are far too dear... What makes you show them to us if you
know we can’t get them? What's the use?°
With its emphasis on accumulation and display, artistic décor was tightly bound to a
culture of longing that increasingly permeated the lives of middle and upper-class
Americans in the last three decades of the nineteenth century.’
In making his representative reader a woman, Cook followed a Gilded Age trend

of attributing the prevailing avarice of the period to restless and dissatisfied American

females. Beth Anne Fisher has linked this trend to widespread anxiety about woman’s

% Cook, The House Beautiful, 320.

7'T. I. Jackson Lears made the connection between the late nineteenth century American
impulse toward “self-fulfillment through voracious acquisition” and a pervasive feeling
of longing and loss. See Lears, No Place of Grace: Antimodernism and the
Transformation of American Culture, 1880-1920 (New York: Pantheon Books, 1981),
309. For a cogent study of how this longing was encouraged and exploited by merchants,
see William Leach, Land of Desire: Merchants, Power, and the Rise of a New American
Culture (New York: Vintage Books, 1993).
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nature and proper place.® As their writings make clear, Moore and Fiske felt such anxiety
personally. Although Mary Blanchard has argued that the rage for aesthetic décor in the
United States was part of a feminine rebellion against the constraints of mid-nineteenth-
century domesticity, the situation was not really so clear-cut.” Like many other American
women, Moore and Fiske continued to define themselves in traditional, domestic terms
even as they embraced the latest trends in home decoration; however, each woman also
used her statue in its artistic setting to express her ambivalent feelings about domesticity,
aestheticism and female power.

As Grant McCraken has argued, domestic objects often communicate meanings
that their creators and owners do not put into words.'’ Nydia and Merope sentimentalized
their aesthetic settings, but they also gave physical expression to the anxieties and
longings that permeated domestic interiors during the transitional decade of the 1870s as
the “cult of true womanhood” waned and the first generation of “New Women” prepared

to emerge from colleges and universities.

% See Beth Ann Fisher, “Fictions of Female Desire: Extravagant Women and Social
Disorder in Gilded Age America,” Ph. D. dissertation (The University of lowa, 2001).

? Mary Blanchard, Oscar Wilde’s America.

19 Grant McCraken, Culture and Consumption.
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CHAPTER 6
RANDOLPH ROGERS’ NYDIA IN
BLOOMFIELD AND CLARA JESSUP MOORE’S HALL

Four phobgraphsof theinterior of Clara Jessup Moore@® Philadd phia manson appeared
in the 1883folio bookArtistic Houses: Being a Series of Interior Views of a Number of
the Most Beautiful and Celebrated Homes in the United States with a Description of the
Art Treasures Contained Therein.* One of them shows Randolph RogesOsculpture
Nydia, The Blind Flower Girl of Pompeii struggling forward within theincongmuougy
sumptuousartistic interior of Moore@® entrance hdl (fig.72). Althoughthe accompanying
descriptionis brief, theauthor confers special notice uponNydia.

Andif weleave [thereception room, and pass down the hdl, in the mids of

surroundingsof massive old carved chests, cabings, chars, and mirrors, immense

Japanese vases, marquery tables, a Silenusby Rubens and amarble statue of

O'heBlind Girl of Pompeii,Oby Randolph RogersN very clever in pos and

moddingit isN we shdl, after crossing the diningroom, reach the picture gdlery,

at the extreme end of the hous.?
In theillugration too, Nydia standsout Framed by thedark staircase behind it, the
sculpture appears to bewalking inward toward thedining room Following her trgjectory,
aviewer@ eye crosses the hdl and settles on thebronze cast of the Venusde Milo, then

passes on throughthearched doomway to thedining roombeyond Nydia was equippel

with arotating, crank-opeated pedestal and could easily have been turned to face any

! Artistic Houses: Being a Series of Interior Views of a Number of the Most Beautiful and
Celebrated Homes in the United States with a Description of the Art Treasures Contained
Therein (New York: D. Appleton, 1883. Arnold Lewis, James Turner and Steven
McQuilin have identified George Shddonas the anonynousauthor of Artistic Houses,
and have also researched the history of its puldication. See The Opulent Interiors of the
Gilded Age (New York: Dove Publications 1987)

2 Artistic Houses, 154-155.
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direction Given how well the statue works as a compostiond device (anchoringthe
phobgraph, bdandng the arched doaway on theleft, and guiding theviewer@ eye into
thepicture) it seemslikely tha it was oriented specifically for thephobgraph. The
resulting image beckonsthe viewer to enter and stand in the deserted hdl, avirtud
visitor, surrounded by Moore® beautiful objects.

Using this phoograph and others from Artistic Houses to illudrate her point, Joy
Kasson argued tha ideal sculpture in private homes fundioneal less as sentimental texts
than as backdropsfor sodal interactionsOaffirming the wealth and status of their
owners and the goodtaste and erudition of visitors who could recognize and appreciate
them.? Y et, as the phobgraph of Moore® hdl makes clear, Nydia was a prominent
feature of theroom where its size, color and emphaic gesture madeit anatural focus of
attention. Furthermore, Nydia was an icon, redolent with cultural assodationstha would
have been familiar both to Moore@ visitors and to the readers of Artistic Houses. By
displaying Nydia in themog public area of her house, Moore deployed it as both a
marker of statusand a bearer of cultural meaning.

Moore probably acquired he version of Nydia during an 1863trip to Italy with

her husband, the paper manufacturer Bloonfield Moore.> Althoughno written account

% | am indebted to Christophe Johnsfor drawing my attention to RogesCrotating
pedestals.

* Kasson, Marble Queens and Captives, 23-25.

> Moore@ trip thoughltaly is doaumented in her writing. Shewrote a nunber of poans
there, induding thoe published in three later anthologies, Clara Bloonfield Moore,
Miscellaneous Poems (Philaddphia: Porter & Coaes, 1875) Mrs. Bloonfield H. Moore,
Gondalina’s Lesson (London:C. Kegan Paul & Co., 1881) and Clara Bloonfield Moore,
The Warden's Tale; San Moritz; The Magdalene and Other Poems, New and Old

(London:Remington and Co., 1883.
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survives, it was mog likely Clara Moore, the active art collector in thefamily, who
selected the sculpture. A fifth of Nydia® recorded buya's were women, afigure highfor
theperiod® As Kathleen McCarthy has observed, American women at mid-century were
only beginning to gain control over their own property and income.” Female paronage
extended beyondlegd ownership, however. Although married women in the nineteenth
century rarely purchased works of art unde ther own name, ther role as cultural
cugodianswithin the home empowered them to select works of art that would be
displayed there. ClaraMoore hasdlf later wrote, in her book Sensible Etiquette of the

Best Society, tha women should be educated to bring art and refinement into the

® At least eleven of theforty-nineorigind buye's of thereduced version of Nydia listed in
RogeasCeccounts were women. Thefull sized version® price of $1,700to $2,000 placed
it beyondthe means of even themog enterprising female paron at this time. The smaller
verson® cog of $800to $1,000madeit more attainable. See Roga's, Randolph Rogers,
192-229.Only ten percent of therecorded buye's of Hiram PowersQOextremely popubr
Proserpine were women, despite its lower cog of $300to $45Q A list of paronsfor
PowersOProserpine can befoundin Wunde, Hiram Powers, vol.2, 188204 Although
Powers modded Proserpine in 1843,he continual to sell copies throughou the period of
Nydia® popukrity.

" Kathleen D. McCarthy, Women’s Culture: American Philanthropy and Art, 1830-1930
(Chicago: University of Chicago Press, 1991) 4. See also Elizabeth Bowles Warbasse,
The Changing Legal Rights of Married Women (New Y ork, Garland, 1987). A telling
illugration of womenQ@ disenfranchisement can befoundin Rogasoumd entry for the
accountof Mrs. JudgeT. L. Jewett of Steubenville, Ohio, who ordered a copy of Nydia in
1869.Beside her name and address, Roge's recorded the presence of amale witness.
Unde Onhio law at thistime, Mrs. Jewett could notenter into alegd contract, and so
could not commission the sculpture herself. Sherequired the backing of aman, whose
word on he behdf would belegdly binding The Ohio law forbidding married women to
enter into contracts was notamended until 1887.See the Ohio "Married Women" act of
1887in, The State of Ohio, General and Local Acts Passed, and Joint Resolutions
Adopted by the Sixty-seventh General Assembly and its Adjourned Sessions, Begun and
Held in the City of Columbus, January 4, 1887 (Columbus Columbian Printing Co.,
1997) 132-34.
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domestic sphee.® Looking back on the middle decades of the nineteenth century in 1882,
F. Marion Crawford, the son of the American sculptor Thomas Crawford, recalled tha,
[American men] soonfoundoutE asit became easier to cross the ocean, that
wha they wanted was art, or, to speak accurately, the sensationsproducd by
obijects of art; and with scant time but unlimited money at their command, they
handad ove to wives and daughers, by tacit and very willing consent, thetask of
supplying thedeficiency.’
Sculptors like Rogas were well aware that thar success rested on pleasing the tastes, and
addressing theinterests, of wealthy American women.*
Roge's, anaive of Ann Arbor, Michigan, had set up astudio in Romein 1851
Nydia, which hemodded between 1853and 1855 made his reputation and hisfortune
(fig.46). Almog immediately followingits debutin marble in 1856,it became a popukr
icon, winning Roge's wide acclaim and many commissionsin both the United States and

Europe Writingin 192Q the American artist David Maitland Armstrongrecalled that the

sculpture, Qvas a great populr success, particularly anong Americans who ordered

8 CEi n thefierce competition of moden sodety theonly class |eft in the county
possessing leisure is tha of women suppotted in easy circumstances by husband or
father, andit isto this class tha we mug look for the maintenance of cultivated and
refined tastes, for that value and pursuit of knowedgeand of art for ther own sakes
which can alonesave sodety from degenerating into a hugemachinefor making money,
and gratifying thelove of senaud luxury.OHarietta Oxnard Ward [Clara Jessup Moore],
Sensible Etiquette of the Best Society, Customs, Manners, Morals and Home Culture
(Philaddphia: Porter & Coas, 1878) 316.

°F. M. Crawford, OFalse Taste in Art,OThe North American Review, 135(Jduly 1882) 95.

10 sarah Burnshas described the many women who frequented artistsOstudios, buying
works of art in thar hudands name as Onediators between raw money fromthe arenas
of commerce and the pure, transcendent sphere of art. OSee Sarah Burns, "The Price of
Beauty: Art, Commerce and the L ate Nineteenth-Century American Studio Interior," in
David C. Miller, ed. American Iconology (New Haven: London:Y ale University Press,
1993, 230
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many replicas for their houses.3* Over the course of his career, Roga's made
approximately $70000selling as many as onehurdred copies of Nydia, which he
producd in two sizes, alife-sized 55-inch version and less expensve 36-inch

redudion? In 1863,Moore( reduced version of Nydia would have cost 140British
pounds® Given skyrodketing war-time inflation, this amounied to rougHy $1,000(the
equivaent of about$18500today) plusadditiond cods for the pedestal and for shipping
the statue home. Clearly, idedl sculptures were luxury items. They weretangible evidence
of wealth and aso trophies of European travel; however, paronswere selective.
American travelers following the established tounst route throughltaly typically visited

dozensof artistsCstudios purchasing only those artworks tha they foundpersondly

1D, M. Armstrong Day Before Yesterday: Reminiscences of a Varied Life, (New Y ork:
privately published, 1920, 194-95, quotd in Joyce K. Schiller, Nydia: A Forgotten
Icon of the Ningeenth Century,OBulletin of the Detroit Institute of Art 67 no4 (1993:
42.

12 See (Randolph Rogers, the Sculptor, OHarper’s Weekly, 6 Feb. 1892:465.Like mogt
sculptors of the period, Roges first modded hisfiguresin clay. Once a statuewas cast in
plaster, he sold copies carved in marble by skilled Italian artisans The nunmber of copies
Roge's produced isimpossible to determine exactly. Accounss listed in RogesQoumds
indudemention of fifty-two copies, buthisjoumds do not cover theyears before 1868.
These works, togeher with five additiond copies mentionead in letters or contemporary
publications are listed in Rogea's, Randolph Rogers, 200-203.A numbe of other copies,
induding the oneowned by Clara Jessup Moore, do not appesr in any of RogesOrecords
These were either commissional before 1868or Rogea's failed to note themin his
joumds. An 1869publicationrefersto forty copies of the sculpture aready existingin
European and American collections. If thisfigureis accurate, it would bring thetotal
number of copies close to onehunded, thenunber cited by Loredo Taft, in his History of
American Sculpture, 159.See QRandolph Roga's,OThe Michigan University Magazine
(April 1869: 250 Roge's himself claimed to have produed 167 copies of Nydia. See
The Nutshell, 13 (April/June1927: 2, quokd in J. Falino®@ and Erica E. Hirschler@ entry
on Nydia in The Lure of Italy, 266.

13 Roge's, Randolp Rogers, 202
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affecting* Emma Huidekope, an American tourist who visited Rome in 1866 wrotein
her diary of aday spent touring studios
At two we went to Mr. Strutt@ studio; | do not care as much for his pictures as for
some others. They are cold andflat; they want thelightand warmthand
amosphee of Knebd. Next we went to Gibson@studio, to Miss Hosmer@ also
and | admired her QPuckOthe perfection of mischief, life, funand spirit. Her
Zenobialis of course grand; also the @CendE We proceeded to RogasOwhere
we saw thefinedoasfor the Capitol in Wgshingtqn; ahugefigure of asoldier for
amonunent in Cindnndi, and thelovdy ONydia,Otheblind girl of Pompei. The
lines of her brow, the perfect sightiessness of her eyes, theintense effort to seein
theface was dreadful yet perfect. Next we went to Moser(8. [sic]3°
That so many traveling Americans purchased copies of Nydia speaks to the great power
this sculpture hdd for its audience. In order to understand the assodationsMoore®
version of the sculpture carried with it into the domestic sphere, it isworth exploring how
Nydia was perceived in the public arenas of RogasOstudio and the exhibition hal.
Amongtheflock of white marble maidens produced by American sculptorsin the
middle decades of the nineteenth century, Nydia is striking. RogersCfigure is neither till
nor contemplative, butfull of vigorousmotion. The strain of intense concentration
distorts her classical features. Sheis off-bdance, caughtin mid-step, and bent forward
agang adtiff windtha seems (judging by the chaotic swirl of her dress and hair) to blow
in severa directionsat one. Her body, echoing the diagond line of her firmly planted
staff, thrugts forward with papable urgency into the viewer@ space. Her robe3

entangling coils curl aroundher waist, her legs and even her staff, signifying thewind

tha impedes her. Her robeis blown down bdow one breast, expressing her vulneability

14 Gerdts, Celebrities of the Grand Tour,066-93.

> Diary entry for February 22, 1866in Emma Cullum Cortazzo, 1842-1918 (Meadville,
Penng/lvania: E. H. Shartle, 1919) 307.

219



but a'so emphasizing her forward motion throughthe gde. Her distress and the
excitement of her flightare tangible and compdling.
Nydiawas a character in Edward Bulwer Lytton® popukr historical romance The
Last Days of Pompeii.*® Thenovd was ingired by theideathat in the darkness of a
volcanic eruption, a blind person would have an advantage over those with sight At the
climax of thenovd, Nydia (whoissmall, frail and adave in addition to being blind)
becomes, if only briefly, aleader. Bravely, sheguides he bdoved and he mistress to
safety while Pompei crumbles aroundthem. In his sculpture, Roge's chos to depict the
moment during ther flightwhen Nydiais separated from her comrades and strainsto
hear thar voices abovethedin. Desperate at first, she masters he panic as she setsout to
find them. Nineteenth-century critics commonly cited thefollowing passagein thear
discussions of the sculpture.
Guiding he steps then, by the staff which sheaways carried, she continued, with
incredible dexterity to avoid the masses of ruin tha encumbered the path- to
thread the streets- and unaringly (so blessed nowwas tha accusomed darkness,
so efflicting in ordinary life!) to take the nearest direction to the sea-side. Poor
Girl! Her couragewas beautiful to behold! Andfate seemed to favor oneso
hdpless! Theboilingtorrents touched her not, save by the general rain which
accompanied them; the hugefragments of scoriae shivered the pavement before
and besde her, but spared that frail form; and when thelesser ashesfell over her,
she shookthem away with adighttremor, and dauntlessy resumed her course.
Weak, exposed, yet fearless, suppoted by her onewish, shewas thevery emblem

of Psychein her wandaings of Hope walking throughthe Valley of the Shadow,
of the Soul itself- lonebutundainted, amids the dange's and snares of lifel !’

18 Edward Bulwer Lytton, The Last Days of Pompeii (New York: Harper & Brothers,
1834)

" william J. Clark quotes this passagein his discussion of the sculpture. See Clark,
Great American Sculptures, 75.
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Clearly, thetopded Corinthian capital at thefeet of Roger® Nydia symbolizes more than
jud thedestruction of Pompdi. It aso symbolizestheinversionandirony of theblind
girl@ situaion, in which the high are broughtlow and she herself is elevated to a postion
of responsbility and leadership. Thetenson evident in Nydia® face reflects notonly her
concentration but the strain of assuming an unaccugomed role.

Onething tha set Nydia apart, and contributed to the sculpture® populkrity, was
itsunusud compostion, which violated the precepts for ideal sculpture described by
Nathaniel Hawthomein hisnovd of 1860, 7he Marble Faun. In thefirst scene of the
novd, Kenyon(athinly veiled portrayal of Hawthorne@ friend, the American sculptor
William Wetmore Story) expresses his views on the subject as follows.

Flitting momentsN imminent emergendesN imperceptible intervals between two

breaths\ oughtnotto be encrused with the eternd repos of marble; in any

sculptural subject there should beamoral standdill, since there mug of necessity
beaphyscal one Othewiseit islike flinging ablock of marble up into theair
and, by some enchantment, caugngit to stick there. Youfeel it oughtto come
down, and are dissatisfied that it does not obey thelaws of nature.™®
Hawthome® sympathy for this point of view is evident later in the nove when helikens
sculptorsto pods or priests, whose works in marble should embodythetimeless and the
sacred.*®

By contrast, Roga @ Nydia emulated theformal qualities of thenoved onwhich it

was based. Reviewers of Bulwer Lytton® The Last Days of Pompeii, fromits publication

18 Nathaniel Hawthome, The Marble Faun (New Y ork: Penguin, 1990) 16.

¥ bid. 1356.
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in 1834throughthe 1880s stressed its capecity to excite thereader and absorb her inits
narrative.?® Thefollowing review is typical.
Mr. Bulwer@ pictures, in all hisworksthat we have read, are too gaudy;- too
highly wrought- and therefore too much abovenature,- and want theddightful
repoe and serenefeatures which distinguish the great Scottish magician [Sir
Walter Scott]. Heis, neverthdess, an author of vivid and powerful fancy, of
extengve learning and of high capecity to seize uponhisreaders and enchan
them by fineimagery and impassioned eloquence.*
Despite such qudified praise, The Last Days of Pompeii was tremendousy popular and
amog universally known amonguppe and middle-class Americansthroughoutthe
nineteenth century. It was precisely Bulwer@® ability to GeizeOand GenchanGan
audience tha Roge's soughtto imitate with his Nydia. In orde to create the same sense
of dramatic tengon and excitement in his sculpture tha readers would encounter at the
climax of anovd, Roge's used theformal languaye of Hellenistic and Baroquesculpture.
Thiswas a gamble, because it forced him to charge a highe than usud price for each
copy of Nydia. As Roga's commented in aletter of 1859,0rhe Nydiais a very expensve
statue to execute in marble. In thefirst place it requires avery largeblock of marble, on

accountof thepostion of thefigure. Then theflying drapery, degp cutting and

undecutting make it a very laboriousundetaking 3? As the great populkrity of the

20 Readers of romance novds throughoutthe mid-nineteenth century were most
frequently assumed to be women. See for example John E. Edwards ONovd Reading,0
The Ladies’ Repository 3 (April 1843) 115117 See aso Helen Waite Papashvily, All
the Happy Endings: A Study of the Domestic Novel in America, the Women Who Wrote it
and the Women Who Read it in the Nineteenth Century (New York: Harpe &
Bros,1956)

2! GDrigind Literary Notices,OThe Southern Literary Messenger 1 (Januay 1835) 241

22 |_etter to Henry Frieze, 3 April 1859 Randolph Roge's Papers, Michigan Historical
Collection, Ann Arbaor, Michigan, microfilmed by the Archives of American Art,

Smithsonian Ingitution, Reel 501.A full-size version of RogasOearlier sculpture Ruth
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sculpture attests, Roge's gamble pad off. Patronswere willing to pay a highe price for
Nydia@ more dramatic compostion. Josephine Y oung,an American girl who visited
Roge's studio in 1855,wrotein her joumd thd,

Ea s soonas we entered theroom | was struck with the statue of the blind girl.

Nydiais represented in theact of flying from Pompei duringtheeruption. Her

handisraised to he ear, shewas listening for Glaucus, Glaucusfor whomshe

had sacrificed everything for [sic.]. The expression of pain on the countnance

[was] admirably depicted and realized Bulwer@ idea of this strangeyet beautiful

Thessalian. Thiswas all | cared for and looked at there. | gazed and gazed, and

never took my eyes fromit till we gotinto the carriage and came home.?®
Y oung®response to the sculpture is telling. By depicting Nydia® highly wrought
emotion and emphasizing the drama of her plight, Roge's effectively seized viewersO
attention and evoked their sympahy.

RogeasOwas notthe only nineteenth century artist to depict Nydia, but hewas the
only oneto show her during the climax of Bulwer@ novd. Other examples by George
Fuller, Louis Lang and Holme Cardwell stress the sweetness and vulnerability of the
blind flower girl (figs73-75). A reviewer for The Crayon described Lang®@ nearly
contemporary panting Blind Nydia as, Gnogt expressive of thefeeling of the subject. G*
Init, Nydia seems amog to floa forward, feeling her way tentatively with onegraceful,

outstretched hand. Fuller® painting, according to Sidney Dickinson, Q..was started with

theidea of presenting the hd plessness of blindness.3° His Nydia recedes, ghoslike, into

Gleaning, which was executed in a neo-classical style, cos only $1,200as oppo®d to the
$1,700to $2,000Roge's charged for afull-sized version of Nydia.

23 Josephine Churchill Young,Journals of Josephine Young (New Y ork: privately
printed, 1915, 144-47.

24 ONationd Academy of Design, Second Notice,OThe Crayon, 6, no.6 (1859) 192.

% Sidney Dickinson, George Fuller,OThe Bay State Monthly (June1884) 376.
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the shadows tha conditute her world. Holme Cardwel|® Marble Group of Iona and
Nydia of 1868depicts theblind girl clinging, submssive and vine-like, to thewoman she
would later lead to safety. By contrast, RogasONydia surges forward with all the energy
of Eugene Delacroix@ dynanmic personification of Liberty in his well-known panting
Liberty Leading the People of 1831(fig.76). Indeed, the poe of thetwo figuresis
strikingly similar.?

Theltalian sculptor Pietro Guarnerio (18421881)soughtto capitalize on Roge®
success with his own version of the subject, Pompeii, which was exhibited in 1876at the
Centennial Exhibition in Philadd phiawhere RogasONydia was also on display (fig.77).
Theart critic Earl Shinn (writing unde his pen name Edward Strahan) compared thetwo

works as follows.

In Mr. Roga @ statue we see the sightiess dave hurrying throughthe streets of
Pompsii, never heeding thefalling column tha thedisturbance has hurled at her
very feet, andintently listening for every trace that will guide her to her Greek
lover. Thefigure peafectly represents the act of walking by the sense of the ear,
and not of thesight.. Thestatueillugrating Orhe Last Days of PompdiOby
Guarnerio... forms afitting pendant to tha of Mr. Roge's, as showing another
phase of the calamity. While the ONydiaOexpresses aboveall the darkness and the
perplexity of finding one® way throughouta city overwhdmed, the statue of the
Italian sculptor expresses the suffocation and the lethargy. Hisfigure of the
terrified victim ishudded asif in acorner, crouding, hesitating and afraid to
move If shesteps it iswith the shifting and doubing pace of the hunted creature,
who feels thetoil closng aroundher.?’

% Delacroix was well-known and admired in the United States by 1855 AlthoughLiberty
Leading the People does not appear to have been reproduced as a print until 1885 it was
on public view at the Galerie de Luxembourg after 1831,when it was purchased by the
French govenment. Roga's may well have seen it there.

2" Strahan [Shinn], The Masterpieces of the Centennial International Exhibition

Tlustrated, vol. 1,299-302
224



Unlike Guarnerio® hapless victim, or the many other depictionsof Nydiatha date from
this period, Roga'® Nydia has agency. As Shinn perceived, not only did the sculpture
excite and captivate its audience, it offered an active rather than a passive modd of
female heroism. In thisrespect, Nydia differed from thevast majority of ningeenth
century depictionsof women in marble, which as Kasson noted, were characterized by
Geentimental narratives of femal e powerlessness. 3% Whereas viewers contemplating
Hiram PowersQcelebrated Greek Slave could admire her Christian faith and stoic
composlre in theface of impending disaster, viewers of RogasONydia could experience
thevicariousthrill of awoman acting assertively. Thefact that Nydia® power was
circumstantial, temporary, and ultimately for the benefit of others madeit feminineand
acceptable.

Published accounts of another exhibition convey a sense of how audiences
respondel to RogasONydia in a pulic setting. Before arriving in Ann Arbor, the copy of
the sculpture destined for the University of Michigan® art gdlery was displayed at the
YoungMen(@ Hall in Detroit for several weeks, beginning on April 10, 1862% A Qarge
and fashionable assemblyOgathered for theunveling, which was preceded by musc, a
lecture on the history of art and areading from therelevant portion of Bulwer Lytton3
text. Following this, a curtain was lifted to reveal the sculpture displayed on a stage at the
frontof thehal. The audience respondel with Qhunderousapplause,Oafter which they

regarded Nydia in silence for several minutes as another piece of ingrumental musc was

%8 K asson, Marble Queens and Captives, 142,

? The University of Michigan® copy of Nydiais the only version| have foundrecord of
which was origindly purchased for public, rather than domestic, display.
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played. Given thelate hourof theunvaling (some time after 8:00 in the evening), the
sculpture would almog certainly have been illuminaed with gas footlights, probadly in a
darkened auditorium.*® This lighting would have thrown the sculpture into high relief,
increasing the drama of RogersCcompostion. Following a brief, conduding sermon on
the spiritud aspects of art, viewers were encouraged to leave ther seats and examinethe
sculpture at close range® The church-like atmosphere of theunveling, andthe
audience® decorousand controlled behavior, reflect the new sacralization of art in
American culture. As Lawrence Levinehas argual, pantingsand sculptures were
increasingly aligned with religion after mid-century. Like religion, art demanded bodily
control as an outward sign of reverence.®

Theenthusastic respon® of Nydia’s audience in Detroit was conditioned, at least
in part, by thereview of the sculpture tha appeared in The Detroit Free Press earlier that
day. Theanonynousreviewer informed readers of Nydia’s significance.

TheNydia of Roge's has the distinguishing merit over many othe statues of

being entirely origind, therealization of thevision concelved by the sculptor

throughthe beautiful descriptionsof the pod-novdigt. It differs also from most

works in marble in expressing strong emotion, andin its ability to draw forth a
corresponding feeling in the beholder.

% By the 18605 mos small thesters had centrally controlled gas lighting. Althoughthe

Y oungMen@ Hall would almogt certainly have had gas footlights, it@ doubful that more
expensve, and potentially dangeaousspotiights would have been ingalled in this multi-
purpose venue For acontemporary, fictiond description of apublic hdl bengused for
an evening performance of tableaux vivants, solely illuminaed by gas footlights, see
Katherine F. Williams, (rableaux VivansOHarper’s New Monthly Magazine, 27
(Octobe, 1863: 698 704.

31 Qunvéling of the Statue Nydia,ODetroit Free Press, 11 April 1862,1.

% |awrence W. Levine, Highbrow Lowbrow: The Emergence of Cultural Hierarchy in
America (Cambridge Harvard University Press, 1988), 14951.
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In contrast to, Qhe statues tha fill thecities of theold worldE  which are for the most
pat devoted to perfectionin form and outline, and are calculated to give ddight to our
sensuous nature, withoutstirring any moral sentiment,Othereviewer explained tha Nydia
evoked sympathy in theviewer.® In thisway, heidentified Nydia as a sentimental object.
Thefedlingsof sympahy the sculpture evoked would, heimplied, prevent its being
perceived as an erotic or decorative object, defined by Gorm and outlineOrather than
moral and emotiond content. Nineteenth-century audiences, and women in paticular,
would (like Josgphine Y oung)have soughtto identify with the subject depicted in
RogeasOsculpture and experience her enotionssympathetically.

For mogt of themen and women who attended Nydia@ unvélingin Detroit, the
expeience was anew one however, themudc, narrative and theatrical trappings
surrounding the sculpture were probably already familiar to them from tableaux vivants.
These palor paformances featured varying nunmbers of (predominantly female) players
who posd in dramatic attitudes before an audience, usudly accompanied by musc, stage
lighting and interpretive readings They were in much vogueamong middle and uppe-
class Americansduring the second hdf of the ningteenth century. Even the subject of
RogersOsculpture would have been familiar, as Nydiawas a frequently performed

character in tableaux. By 1882RogasOversion of this subject was so well known that

3 rheBlind Flower Girl of Pompeii,ODetroit Free Press, 10 April 1862:1.

3 Recently, Mary Chapman and Glenn Hendler have chdlenged theamos exclusve
focusonwomen tha has characterized scholarship on sentimentalism. | agree tha men
paticipaed fully in ningeenth-century sentimental culture. Men, like women,
experienced intense emotionsin respon to ideal sculptures; however, | maintain tha
women, to amuch greater extent than men, identified with thefemale characters depicted
in these sculptures, asthey did with female characters in novds. Chgpman and Hendler,
eds Sentimental Men: Masculinity and the Politics of Affect in American Culture, 2-16.
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onemanud of tableaux suggested that a Qiving statueOof Nydia could smply be copied
from CRogesCcelebrated sculpture. 3° Such manuds, which were pubiished by the dozen
during the second hdf of the nineteenth century, claimed to cultivate, "Ea lovefor the
beautiful in art, podry and musc, and awaken a quicker sense of the grace and elegance
of familiar objects, pictures, statuary, etc."*® By obrving tableaux vivants, Americans
could practice correct ways of viewing. Like ideal sculptures, these sentimental
performances encouraged refined behavior and sympahetic bonding within the hone.
For thewomen who peformed tableaux vivants, the experience mug have
profoundly affected theway they viewed ideal sculptures. Performers of the popuar
"statuary tableaux" coaed themselves with cocoabutter and powdered chdk, wrapped
themselves in white mudin, mourted pedestals and assumed the poses of real or
imagined ideal statues. Even ordinary tableaux required performers to assume a fixed
pose and hold it for aminute or more. Such peaformances encouraged a sense of bodiy
empahy with works of art. The nineteenth-century art theorist Hippolyte Tainewrote,
"E it issympathy or involuntary semi-imitation which rende's thework of art possible;
withoutthisit is notundestood, notbom."*” By placing themselves in the postionsof

sculptures, women could more successfully identify with the subjects of these works,

% Dick’s Parlor Exhibitions (New York: Dick & Fitzgerald, 1882) 43. For further
references to tableaux involving Nydia, see "Godfrey's White Queen," The Living Age,
143 (25 Octobe 1879) 210,and Willa Cather, One of Ours (New Y ork: A.A. Knopf,
1922) 80. Anillugration of Nydia being performed as atableau appearsin The Quarterly
Hllustrator 2 (1894) 97.

% Tony Denier, Parlor Tableaux; or Animated Pictures (New York: Samue French,
1869) v.

3" Quoted in James D. Phdam, "The Old World Judged by the New," Overland Monthly
and Out West Magazine 17 (April 1891} 480.
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undestanding them by "bang" rather than "seeing.” If, as Karen Halttunen has argued,
the popukrity of tableaux vivants attests to a new emphasis on theatricality within the

late nineteenth-century domestic sphae, it also attests to the continuing importance of

sentiment.

Tableaux vivants dso allowed women (both in theaudience and on the stage) to
identify with female characters in moments of power. Mary Chgoman has written tha
tableaux, "Ec ontributed to nineteenth-century constructionsof women as silent and
immobile," congructionswhich women "resisted” to varying degrees.®® While this was
truein some cases, tableaux such as J. H. Head® "Joan of Arc at the Siege of Orleans'
hardly suppot Chgoman'sargument. Head describes the scene as follows:

[Joan@] postionis, near the cannon therightfooton top of theramparts or

cannon,theleft afew incheslower, on abox placed behind theramparts; thebody

bent forward; right hand grasping a sword and stretched out at arms length toward
theceiling, theleft holdingthe banne, which ishdd at the side of thebody,the
head turned to thetroopsat theright, eyes directed partialy to them; counenance
animated.*
Like Nydia, Head@tableau calls to mind Deal croix@ heroic Liberty Leading the People.
MarthaBanta noted that Gheroines of history, literature, and legendOwere the most

popukbr subjects for tableaux.*® Not surprisingly, these were also the mos popukr

subjects of ideal sculpture.

% Mary Chgpman, OQviving Pictures® Women and Tableaux Vivantsin 19th-Century
American Fiction and Culture," 27. For amore nuanced reading of tableaux vivants see
Robin Veder, "Tableaux Vivants. Art Reprodudionsin the Flesh," in James Drobnick
and Jennifer Fisher, eds Living Display: Rethinking Human Exhibition (forthcoming,
University of Chicago Press).

% Head, Home Pastimes, 181.
“0 MarthaBanta, Imaging American Women: Idea and Ideals in Cultural History (New

Y ork: Columbia University Press, 1987) 642
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During the period when Nydia was onview in Detroit, thecrisis of the Civil War
was omnipresent. In the Detroit Free Press, headlines aboutbatles surroundthereview
of the sculpture and thereport of itsunveling. A story titled evotion of a WifeO
appears near aclassified advertisement urging readers to view Nydia at the YoungMen(3
Hall. Thestory tells of awoman whorescued ayoungman from thebattlefield.

Finding her hushand determined to go, she says, O go with you to take care of

you and hdp youfightthe batles.OShe dressed herself in thetrue Bloomer

cogume, and with mini rifle in hand shewent into thefight, and wasin three
batles thelast at Newberne When findng her husband missing, shewentin
pursuit and in her travels foundyoungSmith lyingin low grourd and appaently
dead, butonturning him over foundtha he had life. She gave him some cordials,
herevived, and she sent for an ambulance and carried him to the hospital.**
Such naratives of female heroism were common in the popukr press throughoutthe
years of thewar.”” They are echoad in RogesOdepiction of Nydia rescuing her be oved
from theruinsof Pompdi. Whether trueor fictiond, these stories hdd an obviousapped
for American women, many of whomwere anxious to play a more activerole in thewar.

ClaraMoore was onesuch woman. In 1863 shewrote a poam expressing her longing for

amore activerole in thewar effort.

> evotion of aWife,ODetroit Free Press, 17 April 1862,4.

2 See also Harriet Beecher Stowe, (House and Home Papers,OThe Atlantic Monthly, 14
(July, 1864) 94. In this story, onecharacter exclaims, O have heard of certain fair ladies
wishing tha they were men, tha they might show with what alacrity they would sacrifice
everything onthealtar of thar county; life and limb would be nathing; they would glory
in woundsand bruises, they would enjoy loosng arightarm, they wouldn® mind limping
abouton alameleg therest of thar livesif only they were John or Peter, if only they
might serve ther dear county.ORecently, DeAnneBlanton and Lauren M. Cook have
discussed women@ covert participaion as soldiers in They Fought Like Demons: Women
Soldiers in the American Civil War (Baton Rouge Louisiana State University Press,
2002) See dso Barbara Cutter, Domestic devils, Battlefield Angels: The radicalism of
American Womanhood 1830-1865 (DeKab: Northern Illinois University Press, 2003)
154-71.
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What shdl | dofor thee, my land,
In this thy hourof need?

Thy cry goes up unto the skies,
Andshdl | take no heed?

Shdl all my nights be spentin rest,
Andall my daysin ease,

While thousndsdeep in tented fields
Beneath thewintry breeze??

Anothe significant factor that contributed to Nydia’s popukrity, withwomen in
particular, was its source in apopuar historical romance. Such novds were conumed in
great numbers by middle and uppe-class women in the nineteenth century. As many
feminist and literary scholars have remarked, novds allowed women readers to
experience vicariouspleasure throughidentification with strongfemale characters.
Cultural authorities commonly described novds as frivolousor even corrupting, precisely
because of ther capecity to absorb readersin a separate, imaginative world. As onewriter
commented in an 1857issue of Putnam’s Monthly,

[Novds] exert abad influence on growing minds especially onfeminine minds

by naure indined to an overbadance ontheside of feeling. They excite the

imaginaion, arouse morbid emotionsand aspirations, and so rendea them urfit for
thehomely duties and aims of commonllife... yourg women, being genealy great
novd readers and strongly impressed by wha they read, are apt unmnsioudy to
copy thetypes of womanhoodtherein set forth... How many girls, so influenced,

have learned absolutely to cultivate a passionae temperament, as something
rather finethan pitiable, and have clenched their hands uttered fierce words,

*3 Mrs. Bloonfield H. Moore, My County,Oin Gondalina’s Lesson, 171-72. The poem
isdaed 1863.

* See Tompkins Sensational Designs; also Mary AnneSchofield, GRomance
Subvesion: Eighteenth Century FeminineFiction,Oin Sexuality, the Female Gaze, and
the Arts (Selinggrove SuggueéhannaUniversity Press, 1992) 75-86. In her study of late
twentieth-century readers of sentimental romance novds, Janice Radway conduded tha
women read them for emotiond fulfillment and release. See Janice Radway, Reading the
Romance: Women, Patriarchy and Popular Literature (Chgpd Hill: University of North
CarolinaPress, 1984)
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rushed aboutthe hous, knodked aboutthethingsnearest them, in afashion mos
dismaying to ther quieter relatives and friends..*”

With few exceptions ningteenth-century sculptors drew thar literary subjects from
poery.*°

RogeasCconceived his Nydia in 1853,jug asthecultura statusof some noves
was beginning to improve, and his depiction of Bulwer® heroinein white Carara marble
conferred a mantle of legitimacy on both thenovd and its readers.*’ Drawing his subject
from apopubr novd also made Roga sOstatue accessible to awider audience, induding
women and middle-class viewers. While Nydia looked Grlassical,Oit didn®require that
its audience have a classical education. RogersQchoice of The Last Days of Pompeii as
the source of hisfigure was significant for another reason. Like other historical romance
novds, it presented a paticular vison of history that ran counter to the prevailing mode
of great men and military battles. Inits careful attention to thedetails of Roman domestic
life, Bulwer's novd alowed ordinay people, and women in particular, to insert
themselves imaginaively into the classical past, affording them afoathold in what served

as ashared basis for highCoulture in Europeand America. At the same time, it

*> Novd Reading,OPutnam’s Monthly Magazine of American Literature, Science and
Art, 10 (September 1857) 384386

%6 See Wiliam H. Gerdts, American Neo-Classic Sculpture, 120-121. For a catalogueof
nineteenth-century American sculpture with literary themes see Margaret Farrand Thormp,
The Literary Sculptors (Durham, NC: Duke University Press, 1965)

*" For discussionsof the history of readingin America, see David Paul Nord, CReligious
Reading and Readers in Antebdlum America,QJournal of the Early Republic, 15
(Summer 1999: 241-271and David D. Hall, GReaders and Reading in America:
Historical and Critical Perspectives,OProceedings of the American Antiquarian Society

103 (Octobe 1993: 337-357.
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domesticated tha past, infusng it with nineteenth-century ideas aboutgende and
domesticity, and making thoe ideas seem timeless and natural.®

Onelast factor tha undoubedly influenced Nydia’s popukrity was theallure of
Pompdi itselfN a populr destinaion for American travelers onthe Grand Tour. Walking
throughtheandent city in 1860,twenty-oneyear-old Kate Gansevoort of New Y ork
madenotein her joumd of all theplaces that appeared in Bulwer@ novel. After looking
rapturoudy at thejewelry tha had been recovered from theruins shewent shopping to

buy souvenir jewelry for herself.*

A similar impulse may have motivated many of
Nydia’s buyes. Tourists following the established route throughltay arrived in Rome
after visiting Herculaneum and Pompdi. A new, systematic excavation of the cities had
begunin 1860,and Rogea's joked tha visitorsto his studio sometimes mistook Nydia for
oneof theplaster casts made of victimsCbodies, which were on view in theMuseum of
Antiquitiesin Pompeii.>® With the memory of theruined cities fresh in their minds
tourists mug have foundRogesGsculpture particularly moving. For those who could
afford such apurchase, Nydia served as a fitting memento of thar journey, making ther
experience more meaningful by connecting it to a sentimental narrative of ancdent Rome.

In 1898, after ideal sculpture had fallen out of fashion, Eliot Gregory recalled

sardonicaly tha,

8 RogasOwife, Rosa Gibson Roge's, later recounted tha her hushand modded Nydia
shortly after they met. It is provocative to think of Roge's choosng a subject so appedling
to women during theinitial stages of his courtship. See Rosa Gibson RogasO
biographical notes, Randolph Roge's Papers, Archives of American Art, Smithsonian
Inditution, Washington, D.C.

49 Kennegy, K ate Gansevoort( Grand Tour,0351-52.

%0 CEditor® Drawer,OHarper’s New Monthly Magazine 62 (May, 1881) 960.
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[American] tourists also developed ataste for large marble statues, Nydia, the
Blind Girl of PompeiiO(people read Bulwer, Byron and the Bible then) beingin
such demand tha | knew oneblock in lower Fifth Avenuetha possessed seven
blind Nydias, al life-size, in white marble, aform of decoration aboutas well
adapted to those scanty front parlors as a steam engine or acarriage and par
would have been

Clara Moore

Clara Sophia Jessup was bom in 1825in Philadd phia, the daughter of a
professiond mineralogist.>* She attended severa exclusive boading schools before
marrying (agang he family® wishes) Bloonfield Moore, a Quaker, when shewas
seventeen. Despite her parentsQinitia objectionsto her marriage, her father and husband
soonbecame busness partnea'sin theflourshing pape manufacturing firm of Jessup &
Moore. By thetime hedied in 1878 Bloonfield Moore had amassed a fortuneof more
than seven million dollars. In many ways, Clara Moore typified awoman of her class and
geneation. Shewas a newly rich sodety woman who became an active philanthropist
during the Civil War, when she served as Corresponding Secretary of the Women®@
Penng/lvania Branch of the United States Sanitary Commission. After thewar, she
hdped foundan orphan asylum and a veteran@ home in Philadd phia and contributed
both money and artworks to museums, libraries and other cultural ingitutions

Shortly after her marriage, Moore began writing poetry and short stories for

newspape's and magazines. Over the next thirty years, shewrote three volumes of poetry,

*L Eliot Gregory, Worldly Ways and Byways (New York: C. Scribner@® Sons 1899, 246.

*2 See theentry for Clara Sophia Jessup Bloonfield Moore in American National
Biography vol.15, 741-42 and QMrs. Bloonfield Moore is Dead,OPhiladelphia Evening

Telegraph, 5 Januay 1899:2.
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anovd, several children@ stories and an etiqueite book. Her writing, which is very much
in the sentimental vein, dwells onromantic love Christian piety and domestic life.
Moore was a diehard suppoter of therhetoric of separate sphees. She advocted highe
education for women to aid them in ther primary roles as wives and mothers. Women,
shebdieved, should exert influence from within the home rather than power outsideit.
QWha do women want with votes,Oshe asked, Qvhen they hold the scepter of influence
with which they can control even votes, if they wield it aright?(3®

Recently, anumber of scholars have rightly chdlenged the notiontha actud,
separate public and domestic sphaes existed in the nineteenth century.> Indeed, the
elaborate interior of Moore® house was symbiotically related to both imperialism and
market capitalism. Neverthdess, theidea of a separate domestic sphae, hemetically
sealed off from the corrupting, dog-eat-dogworlds of busness and politics, was powerful
and pervasive in the ningeenth century. Like many women of her class, Clara Moore was
deeply invested in maintaining thisidea because she had formed her identity, and her
sen<e of her own power, uponit. Shewrote,

Homeis by heritageawoman® kingdom there at least shereignssupreme; and,

surely, to embdlish tha home, and to make hgppythelives of thenear and dear

oneswho dwell within it, isatask of nolittle hona, rewarded by no scant meed

of gratitudeand praise.

After Bloonfield Moore@ death, Clara Moore allowed nothingin her house to be

atered. Even atemporary wooden platform, which had been set up overlooking the

3 Moore, Sensible Etiquette of the Best Society, 152
% See, in paticular, No More Separate Spheres!

%> Moore, Sensible Etiquette of the Best Society, 353
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billiard room for aconaert shortly before his fatal boutof pneumonia, was left standing
In thisway, she continuald to use her hou to define herself in sentimental, domestic
termsN now as a grieving widow. Because its decorative scheme remained unchanged
after 1878,both Artistic Houses and the catalogues and newspgpe accounts of Clara
Moore@® 1892estate auction provide arecord of the way the house would have appesred

to vistorsin tha year.

Clara and Bloomfield Moore’s Hall

The Philadd phia architects Frank Furness (18391912)and George W. Hewitt
(1841-1916)designeal the MooresOmansionin 1872.% It was located at 510 South Broad
Street, afashionable neighbohoodof Philaddphia. At thetimethe Moores hired them to
designthar new home, Furness and Hewitt were dready well-known for thar fanaful
and eclectic buildings oneof which, the Penng/lvania Academy of FineArts, wasrising
less than amile away onthe same street. Unfortunately, the single extant photograph of
the exterior of the MooresChouse was taken after alater architect had removed Furness
and Hewitt® polychromatic, asymmetrical fasade Still, some sense of theimpression it

made can be gathered fromthereaction of thearchitect Louis Sullivan (18561924) who

% See (Eager Buyers Crowd the Broad Street Manson of Mrs. Bloonfield Moore,0
Philadelphia Public Ledger, 29 November 1892:7.

*" George E. Thomes, Frank Furness: The Complete Works (New Y ork: Princeton
Architectural Press, 1991), 63,168-169 Arnold Lewis, James Turne and Steven
McQuilin mistakenly attributed this building to Charles M. Burns whoredesigned the
fasadein 1900.See Lewis, Turne and McQuilin, The Opulent Interiors of the Gilded
Age, 62
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called thehous a Glower by theroadsde 3® Aslate as 1902,King’s Views of
Philadelphia described it as, Qinquestionably the handsomest residence on South Broad
Street, and oneof thefinest in thecity.3° Insdeand out, the Moore® house resembled
an elaborate jewel boxfor thedisplay of ther artfully arranged posessions

The catalogueof Clara Moore® estate sale described her hous as follows.

Elegant 3 1/2-story, brown and freestoneresidence, with mansard roof, containing
36 roors, viz: In thebasement- Kitchen; Laundy; ServantsOHall; Billiard Room
and Cellar; 1% floor, Library, solid Walnutfinish, with elaborately carved mante
and French plate mirror, Lois X111 Bronze Chanddiers, Drawing Room, finished
in white and gold, with cut-glass chanddiers; Reception Roomfinished in
Walnut, Tennessee marble mantle, open fireplace and BarbidienneBronze Gas
fixtures, Dining Room, elegant Walnut mantel, carved figures, heavy Walnut
wainscoting, Hardwoodfloors and bay windows on side large pantry; Art Gallery
in rear of Dining Room heavy Walnut wainscoting, Hardwoodfloor and
Skylight, handome tile vestibule; large Hall, with hdf-pace stairway, all solid
Walnutfinish. 2" floor Writing Room three Dressing Roons, three Chambers,
three Bath-Rooms; very large closets for each room and largeHall; 3" Floor,
three Bed-Roons, three Bath-Roons, Sewing-Room and Dressing-Roon 4™
floor, six Servant® Roomns and two large Bed-Roors. This residence has oneof
themog findy finished interiors, having every modern appointment for
convenience and comfort, induding the latest improved sanitary plumbing, etc.?

As Kennegh Ames has argued, spaces within middle and uppe class American homes
became increasingly specialized over the course of the nineteenth century, andthe
domestic life these spaces ordered and contained became increasingly ritudized and self-
congsious®™ Theproliferation of specialized rooms in Moore( hous bears witness to

thistrend. Thar arrangement is also telling, with service areas like the kitchen, laundry

%8 Thomes, Frank Furness: The Complete Works, 63,
% Quoted in Lewis, Tumer and McQuilin, The Opulent Interiors of the Gilded Age, 62.

% Elegant Mansion and Handsome Furniture of Mrs. Bloomfield Moore, 510 South
Broad Street, (Philaddphiac M. Thomas & Sons Aucdioneers, 1892)

®8 Ames, Death in the Dining Room, 8.
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and servantsOrooms placed out of sightin the basement and on the uppe floor. A Fire
Insurance survey of the hous revealstha it had aback stairway, allowing servants to
bypass the hdl and theformal stairs completely.®? This segregation of formal and
utilitarian spaces within the home mirrored thesoda segregation of servants and served
within the houshadld. Late nineteenth-century upper-class homes were designed to
emphasize ritud, hierarchy and control, and this was nowhere more evident than in the
hdl.

Althoughservants and ddivery men would have entered Moore® hous througha
sepaate service entrance (probably at the back), all other visitors passed throughthefront
doorandinto atiled vestibule before entering thelarge, central hdl. Thefundion of the
vestibule was partly utilitarian. It prevented rain, snow and cold air from passing directly
into thehous; however, it also fundioned symbolically to emphasize the separation of
thehome from the street, the private fromthe pubiic sphee. In addition, the vestibule
increased the drama of entering thehous by reveding theinterior in stages, througha
planned progression of inareasingly large and elaborate spaces.®® Emerging fromthe
vestibule, avisitor would have foundhesdf standing with much the same view as tha
shown in theillugration for Artistic Houses. Despite Marilynn Johnn@® assertion that
artistic interiors, Qlependad upontheintricate baandng of all components so tha noone
element would bevisudly dominant,ONydia must have immediately attracted the
attention of anyoneentering Moore® hal. The sculpture stoodin front and sightly to the

right of theentrance, framed by the dark wood of the staircase. Decorators in the second

®2 Franklin Fire Insurance Survey, dated 25 July 1876, policy 47801 excerpted in
Thomes, Frank Furness: The Complete Works, 169.

% 1bid. 244n9.
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hdf of the nineteenth century avoided the extensve use of whitein public areas of the
home.** Amidst Furness and Hewitt( polychromatic decorative scheme, Nydia
condituted thelargest and mog naticeable area of white. In the morning, when Moore
typically received visitors, sunlight would have streamed into the hdl from the vestibule,
illuminaing the sculpture.®®

In hisinfluential essays oninterior decoration, Clarence Cook described the hdl
as the place where first impressionswere made and managed * Throughther decorative
scheme for the MooresChal, Furness and Hewitt created an impression of splendorand
power restrained by goodtaste.®” Wedding ornament to structure, they designed the
crudform gasoliers, and the gathic-revival banister and newel pod. They decorated the
moldingsand ceiling beams with stylized, aesthetic callalilies and stendled a head-high
frieze of these flowers onthewall beside the stairs® Painted blue and white, thelilies

were no doubtintended to offset Clara Moore® collection of Chinese porcelain, which

* Bridge A. May, QAdvice on White: an Anthology of Nineteenth-Century Design
CriticsORecommendaionsOJournal of American Culture 16,n04 (1993) 19-24.

® Moore( hous faced east. Shestated her preference for morning callsin Sensible
Etiquette, 55.

% Clarence Cook, (Bedsand Tables, Stools and Candlesticks V1,0Scribner’s Monthly, 12
(Octobea 1876) 796.

%" My description of Moore® hdl is taken from Artistic Houses, 153-156,and Elegant
Mansion and Handsome Furniture of Mrs. Bloomfield Moore, 24-26.

% Lilies were favorite flowers of the aesthetic movement, because of both ther
decorative shgpe and thar andent assodation with renewal and re-birth. In the nineteenth
century they also symbolized Gnagnificent beauty,Omaking them asingularly
appropriate motif for theMooresChal. See Barbara Buehler Lynes, ed. Georgia O 'Keefe
and the Calla Lily in American Art, exh. cat. (Santa Fe: Georgia O eefe Museum,
2002) and Sarah JosephaHale, Flora’s Interpreter: Or, the American Book of Flowers

and Sentiments (Bogon: B.B. Mussey, 1847) 35.
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was scattered aroundthe roomon shdves and tables. Thefloor and stairs were covered
with hand-woven, English Axminger carpet in an abgract, floral patern. Opposte the
stairs, a potted plant grew in a painted French jardiniere. Large Japanese porcelain vases
stoodon thefloor, and antiqueweapons arranged to form a coa of arms, hungabovethe
entrance to thedining room, flanked by two large, bug-length portraits which, if they did
not represent the MooresQectud ancestors, at least gave theimpression that they did.
Amongtheworks of art ondisplay were a number of bronze sculptures. These
induded French copies of the Venusde Milo and the Augugus of Prima Porta, and a
Roman statue of Narcissus purportedly retrieved from theruinsof Pompei. Like Nydia,
these statues referenced the classical past, introdudng it as oneelement in the complex
mosaic of objects from variousnationsand historical periodstha made up the dZcor of
thehal. All three sculptures also expressed the MooresOparticular interestsN the
Augugussymbolized Imperial power, the Venusde Milo was a virtud mascot of the
Aesthetic Movement, and the Narcissus (aside from being a souvenir of the MooresO
joumey throughltaly) recalled the Greek myth in which aboy loses himself in
contemplation of his own beauty (theirony of thislast sculpture was perhgpslod onits
owners).®® Althoughthese bronzes were, like Nydia, large, three-dimensond works of

art, thar placement near thewalls andthar darker color madethem less obtrusve.

% Reprodudionsof the O/enusde Milo,0a second century BCE Hellenistic sculpture
foundin 1820onthe Greek idand of Melos werewiddy availably in paian, plaster,
marble and bronze by the 1870s Images of GurtisticOinteriors often feature large or
small-scale copies of the statue. See for example, Eastman Johnon@ panting, Not at
Home (¢.1873,Brooklyn Museum of Art) and M.E.W. Shawood, GCertain New Y ork
Houses,OHarper’s New Monthly Magazine, 65 (Octobe 1882) 680.
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Bronzes were a'so far less valuable than marbles, and thar statusas fineart was more
contested.”

Four largemirrors hungon thewalls of theMooresChal, onemeasuring nine by
seven feet. Antique brocade-covered chars and a settee stood here and there, one(if the
photograph from Artistic Houses is accurate) placed quite close to Nydia. These appear
margindly more comfortable tha the hard bench Clarence Cook recommended for
Onessenger boys book agents, the pog-man, and the bereaved lady who offers ussogpO
(i.e. the sort of people who would be kept waiting in the hdl); neverthdess, thehdl was
designed more to impress than to comfort the MooresOvisitors.”* In it, they were screened
throughthe elaborate sodal ritud of caling.

Nineteenth-century men and women created and maintained hierarchical sodal
networks throughthe practice of calling. In its basic outling, this complex ritud required
acaler to give he card to aservant in the hdl, who would ddiver it to thelady of the
hous. If thelady was Git home,O(i.e. receiving visitors) the caller might be sent away,
met in thehadl, or ushered into theparlor. If thelady were not Git home,Othe visitor
would leave he card in aspecially designaed receptacle before leaving. Theentrance to

Moore® hal was flanked by two carved Venetian stands onwhich stood el aborate

" Earl Shinncommented in 1876tha, whereas brornze statues were relatively easy to
reproduce, worksin marble, Qvhere afalse blow of the hanmer would lay the beautiful
image low at onae,Owere more difficult to make, and therefore more precious See
Strahan [Shinn], The Masterpieces of the Centennial International Exhibition, 58. Until
nearly theend of thenineteenth century, works in marble also enjoyed a statusabove
those in bronze because the color and tranducency of the material made them seem less
corporeal and more spiritud in naure. See Hawthome, Passages from the French and
Italian Note-Books of Nathaniel Hawthorne, vol.2, 24.

L Clarence Cook, (Bedsand Tables, Stools and Candlesticks V1,0798.
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porcelain and cloisonnZcalling card receivers. More card receivers and stands fivein all,
stood scattered abouttheinterior of thehdl. Both men and women pad calls and left
cards butcallingwas primarily awoman® duty.” Based on how far shewas able to
pendrate into the domestic interiors of those uponwhom shecalled, alady could
determinewhere her family ranked in thesodal hierarchy of aparticular city. In order to
paticipaein theritud, shehad to receive calls herself in an appropriately located and
appointed hous, with itsown hdl, parlor, card-receiver and servant. Sheaso had to
know therules, and these were quite intricate.

In her book Sensible Etiquette, Moore devoted forty-four pages to Qhe ceremony
of leaving cards Omore space than she alotted to any other single topic.” Shedefended
thisritud ontwo interrelated grounds First, by assigning every person aplace and arole,
it ameliorated theambiguity that characterized thefluid, late nineteenth-century socal
landscape " Second, it allowed women to maintain very large social networks. Like
mog of thesodal rituds Moore advocated, calling was both affected and exclusve;
however, sheddendd it with therhetoric of sentimentalism. Only by excluding
unrefined visitors, Moore reasoned, could ddicate sengbilities be protected and
sentimental bondng enaured.

When those in whomheroic dispostionsare ndive posess tha love of the

beautiful in condud aswell asin other things and tha ddightin theintercourse
of refined and cultivated mindswhich leadsthem to excludecoarse naures,

’2 See, foringance, Ames, Death in the Dining Room, 35-43; Halttunen, Confidence Men
and Painted Women, 96-103and Kasson, Rudeness and Civility, 17476.

" Moore, Sensible Etiquette, 53-97.

" CEtiquete keepsevery cog and wheel in place and at its own work,Oshewrote, Quhich
prevents jogling, and carries all thingsalongto thar consummation.Olbid., 97.
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whos acts, and speech, and manne's, grate uponthefindy-attuned cordsof ther

sengbilities and turn harmony into discord, then exclusveness becomes

praiseworthy, and is nolonge bad form.”

Theeffect of the MooresOelaborate dZor was complex. Aswha Thorstein
Veblen termed Gongicuousconsumption it communicated ther vast, expendable
wealth and the copiousleisure time Clara Moore could afford to use traveling and
shopping.” Aswha Pierre Bourdieu defined as Geultural capital,Oit expressed ther good
taste and thar knowedgeof thelatest fashionale trends signifying ther affiliation with
an elite sodal class.”” As an aggregate of diverse objects and styles, broughttogeher
from distant landsand reassembled unde therubric of asingle, overarching decorative
scheme, the MooresOdZcor also expressed the corporate and imperial sources fromwhich

ther wealth and power flowed.” Beyond this thoudh, Clara Moore soughtto construct

herself as a sentimental woman, and her home as a haven of sentimental domesticity.

> 1bid., 181

"® Thorstein VVeblen, The Theory of the Leisure Class: An Economic Study of Institutions
(New York: Macmillan, 1902) 68-101.

" Pierre Bordieu, Distinction: A Social Critique of the Judgment of Taste (Cambridge
Harvard University Press, 1984) 30-31 As SylviaL. Younthas argued, the English
Aesthetic Movement was embraced early-on by members of the Philadd phia elite, who
used its reformist rhetoric to strengthen ther postion as cultural leaders. Y ount, GGive
the People What they Want: The American Aesthetic Movement, Art Worlds and
Consumer Culture, 1876:189Q0Ph.D. dissertation, University of Penngylvania, 1995,21-
66. Yountspecifically citesthe Moores and their house to back up her argument. Thereis
no doubttha Moore saw herself as areformer. She donded portionsof her art collection
and her fortuneto the Penngylvania Museum and School of Indudrial Art with thegod of
improving thearts of designin the United States. See QMrs. Bloonfield Moore is Dead.O

" See Amy Kaplan, M anifest DomesticityOand Kristin Hoganson, GCosmopolitan
Domesticity: Importing the American Dream, 18@-192004merican Historical Review
107 (February 2002: 55-83.
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A comerstoneof artistic interior design was theunderstanding tha individud
objects, thoughpart of alarger decorative ensemble, communicated discrete, culturally
determined meanings Throughthetasteful combination of these objects-as-signs
homeowners made statements aboutther identities. Clara Moore® prominently displayed
collection of antiqueblue and white ching, for ingance, spokeof her Puritan ancestry,
evoking nogalgic visionsof asimpler, less artificial time.” Nydia fundioned in asimilar
way to condruct Moore as a sentimental woman. As a souvenir of bath her actud travels
in Italy and her imagindive travels throughBulwerG fiction, the sculpture was intimately
connected with her persond history and tastes. Throughits embedded narative of
heroism and selflesslove, Nydia aso celebrated the power of sympathetic, emotiond
bonds Jug as sheused sentimental rhetoric in her etiqudte writingto rationdize her
undemocratic and exclusve sodal practices, Moore used sentimental rhetoric in her
dZcor to emphasize her sympathetic and domestic nature, and to soften theimpact of her
materialism and affectation®

Moore® hdl was aso the place where her visitors created ther own first
impressions Its great quantity of mirrored glass magnified lightand space, but also
emphasized the appearance of the room@ occupants. According to JohnKasson, the
proliferation of mirrorsin nineteenth-century homes, Qaughtusers to appraise their

images and the emotionsthey expressed frequently and searchingly, anticipaingthe gaze

9 See Yount 229-30.

8 K aren Haltunnen has described thedifficulty, faced by bourgeois men and womenin
the nineteenth century, of reconaling sentimental culture, which lionized sincerity and
openess, with an increased emphasis on theatrical performance and self-display. See
Haltunnen, Confidence Men and Painted Women, 92-123.
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of others. 3" Standingin Moore® hal, surroundel by reflecting surfaces, visitors notonly
looked at the variousobjects theroomcontained, they looked at themselves looking. As
they waited to bewelcomed or sent away, they coud self-consioudy compose
themselvesin relation to these objects.

Aswith the public viewing of Nydia in Detroit, theabundance of art objectsin
Moore@ hdl (and theartistic space itself) imposed a codeof genteel behavior on visitors
who wished to definethemselves as cultured. Nydia, as a sentimental object, also
encouraged viewers to open thar hearts. How shal we meet the beautiful wanderer from
Pompdi, appealing to uswith mute eloquence, more powerful than speech, for sympathy
and protectionasked a critic of the 1862 Detroit exhibition ¥ The question was purely
rhetorical, for nineteenth-century audiences undestoodtha an intense, sympathetic
reaction to sentimental works of art would mark them as refined and sengtive, indicating
that they possessed the Oheroic dispostiongOof naurd aristoarats. Standing in the
MooresChdl, visitors confronted Nydia knowing tha afailure to be moved would reveal
them as coarse, placing them outside the boundspolite sodety.

The MooresQvisitors mug also have noticed thetengon between thefigure and its
aesthetic surroundings Holding firmly to he staff, Nydia struggled agang an
environment tha threatened to subsume her. In 1876, theart critic William J. Clark, Jr.
described ideal sculpture as, Gan art adapted, in alanguaye so ddightful, to enforce the

lessonsof wisdom and virtue and utter the records of the heart.(3° Even as hewrote, this

8 JohnKasson, Rudeness and Civility, 166
8 (rheBlind Flower Girl of Pompdi,ODetroit Free Press, 10 April 1862,1.

8 Clark, Great American Sculptors, 44.
245



sentimental undestanding of ideal sculpture was increasingly threatened. As early as
1867,writing of the American sculptures displayed at the Paris Expostion tha year, M.
D. Conway protested tha they were treated like mere decorationsrather than fineart.®
Fifteen years later, in an attack on artistic interior decoration, F. Marion Crawford
complained tha,
Theeye, accugomed to the endless knickknack, bric-a-brac, and arabesque can
nolonge follow the purelines of agreat statue, or grasp thedrawing and the
color of amaster@ panting; rather does the perverted undestanding regard the
statue as a piece of furniture, while it values the picture according as its coloring
suits theroomfor which it was bought®
Crawford@ criticism strikes at the heart of the dilemma. By blurring the line between fine
art and decoration, artistic dZcor threatened to erode both the sacred fine art status of
ideal sculptures and thar sentimental content.
Unlike many other ideal sculptures, Nydia resisted beng overwhedmed by the
artistic interior that housed her. Not only was the sculpture formally at oddswith its
surroundings butits subject of awoman acting aggressively outsidethe domestic sphae

chdlenged aesthetic condructionsof femininity as passive, and of the home as self-

contained. Nydia deviated strikingly from the prevailing mode which presented women

8 dDnce uponatime, when al Boston was at a white heat abouttheworks of Greenough,
Crawford, and oneor two of theyounge American sculptors, Mr. Emerson caused a
sentimental swoonin all thedrawing roons of tha city by suggesting tha sculpture was
asan art blasé, and would probably be used by pogerity for decorative purposs. If any
of thesufferers by that prophecy have been amongthose who have, as the French allege
given an @\merican tonelto the sodety of theexhibition, they mugt often have felt their
woundssmart. Not only have sculptures been placed in the cataloguein the same class
with @ie-sinking, stoneand cameo engraving, etc.Obut this classification corresponds
with thefact that nearly all the sculpture hereis used as ornamentation for the central
garden!OM. D. Conway, Orhe Great Show at Paris Again,OHarper’s New Monthly
Magazine, 35 (November, 1867) 783784

8 Crawford, Gralse Taste in Art,090-91
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in artistic interiors as passive to the point of unansciousess. Paintingsand sculptures of
beautiful, erudte women loungng sleepily in artistic settingsproliferated in thelast
quater of the nineteenth century. As Bailey van Hook has argued, these images served as
emblems of leisure, culture and tasteN quditiesincreasingly assodated with American
women of the uppe class and the private world of the domestic interior.2® Such images
were created with artistic interiors in mind and were made to harmonize with ther
environmentN to be soothing rather than jarring, restful rather than dramatic.

An example of alarge marble sculpture made specifically for an artistic interior
isOlin Levi Warner@ (1844 1896) Twilight of 1877-78 (fig.78). Warner had his studio in
theart and furniture dealer Daniel Cottier@ New York gdlery. Cottier, whose gdlery
featured prominently in Cook® The House Beautiful, was ingrumental in bringing artistic
dZcor to the United States. Twilight was commissioned by Cottier@ paron and busness
assodate Ichabod T. Williamsfor the elegant interior of hisNew Y ork browngone
Warne gave Twilight an alegorical subject with no distracting sentimental narrative.
Unlike Nydia, Twilight is al graceful, flowing lines. Thefigure® feet rest close togeher,
and her raised arms curve inward toward herself as shedraws alongswag of cloth around
her bodyand over her head. Her actionisreflexive and her body is self-contained. As
Charles de Kay wrote of the piece, Ongead of robusness, there is refinement of
contourE ingtead of theatrical effectE there are restraint and lovdinessEO® Recalling

the self-contained stillness of earlier nineteenth-century idedl sculpture, Warner3

% Bailey Van Hook, Angels of Art: Women and Art in American Society, 1876-1914
(University Park, Penn.: Penngylvania State University Press, 1996)

8 Quoted in American Sculpture in the Metropolitan Museum of Art, 206
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sculpture harmonized perfectly with WilliamsQeesthetic dZor and his extensive
collection of Barbizon paintings®®

So powerful and pervasive were images of languid, inward-looking women in the
last three decades of the ningeenth century that when the successful American decorator
Else deWolfe (18651950 was phobgraphed in an artistic interior she herself had
designal, she placed hersalf in agraceful, supine poseN like an ornament ingead of an
artist (fig.79).2° By the 1870s Nydia( active stance, her expression of papable anxiety
and intense longing, and her embedded narrative of role reversal and female
empowerment condituted arebdlion agang thelate ningeenth-century ideal of inat
femininity. Writing of female characters in film, Mary Ann Doane pointed out that
blindness is a common trope that functions to negate their gaze, reducing them to erotic
objects.” Blind Nydia, with her hair and drapery disarranged, her arms, legs and breast
exposed, her eyes closed and her lips slightly parted, is certainly eroticized. Nevertheless,
in the moment Rogers depicted her, she is actively “looking.” Whereas Warner’s Twilight
covers her eyes in order to embrace an interior world, all of Nydia’s senses are directed
outward. If, as Mulvey hypothesized, the gaze is an instrument of power, then Nydia’s

struggle to see can be read as a struggle to claim power for herself.

8 WilliamsOestate is described in ibid.

8 Mary Warner Blanchard has argued tha the popubrity of the Aesthetic Movement in
the United States empowered women by allowing them to become decorators and
designes. Blanchad, Oscar Wilde's America. De Wolf@ professiond success would
seem to suppot Blanchard@thesis;, however, despite her formidable energy and
ambition, her aesthetic self-fashioning in her portrait photograph equaes cultured
femininity with indolence.

% See Mary AnnDoane, (Film and Masqueade Theorizing the Female Spectator,0
Screen 23 (1982) 74-87.
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Not only could ClaraMoore relate to Nydia, she could use the sculpture to
express (albat in velled terms) feelingsshe could not articulate more explicitly without
threatening her status as a genteel, domestic woman.®* In Bulwer@ novd, Nydialongsto
regjoin her companionsand escapewith them to safety. In the more ambiguousmedium of
sculpture, her longingis less fixed and more open to interpretation. In Moore@ hdl, she
seems to seek, vainly, to escapethedomestic sphee itself.

After her husand died, Moore became a paron of the pseudo-scientist John
Ernest Worrall Keely, who claimed to be perfecting a motor powered by Gharmonic
vibrationg(his OnventionOwas, in reality, an air compressor). Like the spiritudists,
fromwhomhedrew many of hisideas, Keely preached tha the physca and spiritud
planes were united by omnipresent, invisible ether, and tha the existence of the human
soul could be scientifically proven.®? Such ideas appealed to alargenumber of Americans
who (like Moore) longed for sometangible prodf tha the sympahetic bondsof family
and community could extend beyondthegrave.** Keely also fanned theflames of
Moore® ambition to achieve greatness throughher suppot of a great man.

Alarmed by her increasing suppot of Keely, Moore® family seized control of

mog of her assetsin 1888,leaving her only her house and a modest income to dispense

%! Joy Kasson has acknowledged that ideal sculptures allowed women to fantasize
subveasively aboutpower and fulfillment; however, shefails to take into accounthow
displaying these sculptures in a domestic setting allowed them to incorporate these
fantasies into thar identity. See Kasson, Marble Queens and Captives, 72.

%2 Moore( book aboutK eeley, which she published five years before his fraud was
expowed, summarizes his theories, which she called Gympahetic philosophy OMrs.
Bloontfield-Moore, Keely and his Discoveries, Aerial Navigation (London:Kegan Paul,
Trench, Treubne & Co., 1893)

% See Molly K. McGarry, (Haunting Reason: Spiritudism and the Cultural Politics of

Nineteenth-Century America,OPh.D. dissertation, New Y ork University, 1999.
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with as shecho=.* It was probably for thebenefit of Keely tha Moore sold her manson
and its contentsin November of 1892 It istelling that the auctioneers, M. Thomes &
Sons placed Nydia in the Ghousshold fumiture and effectsOportion of the sale ingtead of
with the Fine Art.OStill, the sculpture® selling price of $2,500 madeit the single mogt
valuable object in the sale, with the exception of the hous itself, testifyingto the
continuing popukbrity and relevance of ideal sculptures generally and of Nydia in

particular into thelast decade of the nineteenth century.*

% See (Rid of Keely at Last,ONew York Times 18 December 1890:1.

% OMrs. Moore@ Collection,Oundaed newspaper clipping tipped into the Thomas &
Sonssdles catalogue Phialdd phia Museum of Art Library.
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. CHAPTER 7 )

OWWEET ASSURANCE OF SYMPATHY AND LQVEO:
MEROPE, THE LOST PLEIAD IN JENNIE MCGRAW FISKEG ART GALLERY
In 1879, equipped with a copy of Clarence Cook® The House Beautiful, athirty-seven
year old heress named Jennie McGraw traveled to Europewhere she purchased the
second copy of Randolph RogeasOsculpture Merope, the Lost Pleiad. She shipped it
home to Ithaca, New Y ork, whereit wasingalled in her pdatial new hous. Four years
later, the photographa Joseph Dunlap Eagles (1837-1907)published a series of
stereoscopic views of Ithaca. Amongthem are several exterior and interior views of
McGraw(@® manson.! One of these shows Merope postionad in the exact center of her
octagond art gdlery (fig.80). Thelife-size marble sculpture seemsto survey theroom,
peering intently at the surroundng pantingsand tapestries. 1t dominates the space.
Another view, taken from jug inddethevilla@ grand entrance, shows the sculpture
directly ahead, framed by the doubk doomways of the hdl andthegallery (fig.81). This
view makesit clear that Merope was the mog significant object confronting thevisitor
uponentering. Arguably, it was the centerpiece of the mangon itself.

In this chapter, | will address the questionsof why McGraw purchased this

particular sculpture, how sheintended it to fundion within her elaborate, artistic interior

and how, in fact, the sculpture was viewed in tha space. Merope reiterates acommon

1 J. D. Eagles, Views of Ithaca and Vicinity (Ithaca, New Y ork, 1883. Anincomplete set
of twenty-eight stereographsfrom this series are in the Robat Dennis Collection of
Stereoscopic Views, Photography Collection, Miriam & IraD. Wallach Division of Art,
Prints & Photographs TheNew York Public Library. Another incomplete set of fifty-
two stereographsfromthe series, some butnot all of which duplicate those in the New
York Public Library, ishdd by the DeWitt Historical Sodety in Ithaca, New Y ork. Other
sites phoographed by Eaglesindudeviews of the Corndl campusand individud

university buildings variouswaterfalls and gorges, and Henry Sage® manson.
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theme of ideal sculpture. Throughits sentimental portrayal of exile and longing it
condruds Home as the site of fulfillment and peace; however, when McGraw@® home
was thrown open to a populr audience, unfamiliar with the sculpture® mythical
narative, Merope took on other, less sentimental meaningswhich are equdly revealing
of theways tha ideal sculptures fundioned in domestic interiorsin thelast two decades

of the nineteenth century.

Merope

Perhgpsbecause his sculpture Nydia, the Blind Flower Girl of Pompeii was SO
successful, Randolph Roge's chose to explore the subject of a searching, longing woman
again in his 1875statue Merope, the Lost Pleiad (fig.A7) Thelater work® diagonad
compostion, searching gesture and emphatic forward motion recall RogeasQOearlier
sculpture, as doesitstheme. Thefirst century Roman pod Ovid described the
congellation of seven sister stars, the Pleiades, thus,

They are seven in name, butonly six we see.

Why s0? These six embraced divinity

(Steropelay with Mars, the stories go,

Halcyon with Neptune youtoo, lovdy Celaeno,

Maia, Electra, Taygete with Jove)

butthe seventh, Merope gave her love

to you, Sisyphus amortal; shewas your bride

But now shefeels regret; shame makes her hide?

ThePleiades, and Meropein paticular, appear frequently in nineteenth-century

podry and literature butless often in panting and sculpture. A panting of 1855 now

log, by the American artist Thomas Buchanan Read (18221872, depicted a suicidd

2 Ovid, Fasti, 1V, trans Sir James George Frazer (London:W. Heinemann, 1931) 170
178.
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Meropeplummeting to earth, leaving behind he unpeturbed and sweetly smiling
sisters.®> William AdolpheBougueeau® (18251906) painting, L Etoile Perdue (fig.82)
isafairly literal illugration of Ovid. Merope he lovdy back turned to theviewer, floas
at adistance from her sisters, hiding her face in thecrook of onearm. Elihu Vedde®
(18361923)panting of thesubject, The Pleiades (fig.83) depictsthesistersdanangin a
circle and swinging their stars abovether headson sinuousloopsof chord.* Vedde
postioned Meropeprominently, in the center foreground. Her loop of cord has broken
and her star spinsoff into space, leaving her in shadow. A rare, popubr treatment of the
myth appeared in Godey’s Lady’s Book in 1854(fig.84). The steel engraving depicts
Meropeflying heavenward with her sisters, distinguished only by her raised arm which
obguresthe star on her crown. The accompanying poem offersamoral homily on
chastity. OA star hath |ft its native sky\ To toudh our cold earth and to die;\ To warn the
youngheart how it trug\ to mortal vows who< faith is dug;\ to bid theyoungcheek
guad its bloom\ from wasting by such early doom@

TheLatin inscription at the base of RogersGsculpture, OMEROPE MORTALLI
NUPSITO(Meropemarried a mortal), indicates that Roge's, like Bougeureau, used Ovid

as his source; however, hediffered sharply in his interpretation of the subject.® A lover

3 QArtin Florence,OThe Crayon 2 (duly, 1855: 20-21.

*Veddea @ pa nting follows the compostion of his 1884illugration of thesubject for
Edward Fitzgerald@ trandation of The Rubaiyat of Omar Khayyam. See N. A. Spassky,
ed. American Paintings in the Metropolitan Museum of Art, vol. 2 (New York: The
Museum in assodation with Princeton University Press, 1980), 509-511.

®> (rhe Pleiades,OGodey’s Lady’s Book 68 (Januay 1854) frontis piece and 21.

® TheL atin text of Ovid( Fasri reads, Geptima mortali Meropetibi, Sisiphe nupst.O
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of irony and reversal, Roge's flipped Ovid@ story on its head. Rather than depicting
Meropehiding and thuslog to view, heportrayed her asssmply lod. It isier view tha is
frudrated as she peersinto the surroundng clouds Her intent gaze, her searching gesture
and her vigorousforward motion all indicate theintengty of her longing for her family.
Rather than flying away from her home, she seeks only to return. Sheembodies adesire
tha is both sentimental and domestic.
Of sentimentalism in nineteenth-century American literature, JoanneDobon has
written tha,
Theprindpd theme of the sentimental text isthedesire for bondng, anditis
affiliation on the plane of emotion, sympathy, nurturance or similar moral or
gpiritud indinationfor which sentimental writersand readers yearn. Violation,
actud or threatened, of the affectiond bondgenerates the primary tensgonin the
sentimental text and leadsto bleak, dispirited, anguished, sometimes outraged,
representationsof human loss, as well asidealized portrayals of human
connetion or divineconslation.”
Thesameideaholdstrueforideda sculptures, which, like the novds Dobson discussed,
were produds of nineteenth-century sentimental culture. In these works, aheroine@loss
of home or loved ones served to highlight the central importance of bothN to women in
paticular. Inorder to more powerfully express thethemes of loss and longing in his
sculpture, Roge's made Merope story mirror tha of her husand, Sisyphus In RogasO
sculpture, Meropeis, like Sisyphus condanned to endless, fruitless labor, however, true
to ninegteenth-century gende roles, heddined her labor as primarily emotiond. While
Sisyphugdoomisto forever push and strain, Meropel is to forever lookand long

In 1875,when Roga's modded his version of Merope, hewas nearing the end of

his career. Althoughideal sculptures remained popular in the United States, tastes were

" Dobon, (Reclaiming Sentimental Literature,0266-67.
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shifting. Thedramatic, neo-baroquework of the French sculptor Jean-Baptiste Carpeaux
(1827-1875)had attracted alion@share of favorable critical attention at the 1867
Expostion Universellein Paris. In hisrepart onthe Expostion, the United States Fine
Arts Commissione lamented, Orhere are very few works in marble or bronze in the
American gdleryE Theworld, familiar with ther names, looked in vain for thework of
Powers, Story, Roge's, Reinhadt, Mozer, Brown and others who have doneso much to
vindicate the American name in this department of art.3 Increasingly, youngAmerican
sculptors began thar careers by enrollingin the Academie des Beaux Artsin Parisrather
than by serving an apprenticeship and setting up a studio in Rome or Florence, and
American paronsbegan to favor sculptures executed in the more decorative, French
style® Rogea's may havefelt his own star was fading when he chose the Log Pleiad as
the subject for hislast ideal work. His Merope, with her flying har and drapery and her
graceful, diagond po<, clearly showstheinfluence of theBeaux Arts style. In fact, the
work clogaly resembles Joseph Michd-AngePollet® (18141870 sculpture Une Heure

de la Nuit (fig.85), which won a first-class medd at the Paris Salon of 1850and which

8 United States Commission to the Paris Expostion, Reports of the United States
Commissioners to the Paris Universal Exposition, 1867 (Washington, D.C: Government
Printing Office, 1870) 34.

® By 1913, Charles Caffin was able to assert that, ONith only afew exceptionsall our
sculptors of the present generation have acquired thar training, either wholly or in part,

in Paris; that isto say, in the best schoolin theworld.OCaffin distinguished the work of
Paris-trained artists, which he saw as Gtharacterized by technical perfection and elegance
of style,Ofrom the Qunanvindng and grandiloquent or, at best, innoaousy sentimental O
sculptures produced fifty years earlier in Rome and Florence. Caffin, American Masters
of Sculpture, Vi, iX.
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remained on public view in France throughou thesecond haf of the nineteenth century.*®

Like Pollet@ allegorical figure, Merope is patialy nudeand her left arm is raised;
however, whereas Pollet@ figure closes her eyes, signifying the darkness of nightand the
oblivion of deep, Merope shieldsher eyes from the sun as sheturnsher head, scanning
thesky for her sisters. Asinthecase of Nydia, Merope’s furrowed brow signifies the
intendgty of both her gaze and her distress. Unlike Nydia though, Merope@ reliance on
vision aonerendeas her truly blind **

Before modding Merope, Roge's had avoided mythological subjects for hisidedl
works.? Ingead, he chos subjects drawn from American history, the bible or populr
literature, as well as genre scenes, all of which would have been accessible to the average
American tourist. At mid-century, such tourists were generally gifted with more money
than eduation. As Lawrence Levine has pointed out, thelast decades of the ningteenth-
century were marked by affluent AmericansOgrowing desire to set themselves apart as
cultural authorities, possessed of erudite and esoteric knowledge®® A demongrable
familiarity with theworks of Ovid would certainly have fed this need, as Roge's mug

have known when hemodded Merope. His addition of aLatin inscription to the

10 See Marina ElenaPacini, Randolph RogasOThe Lost Pleiad,OMA Thesis, University
of Delaware, 1988 18, 28 and Mortimer Schiff, ed. William Bougureau, exh. cat. (Paris:
Musee du Petit-Palais, 1984) 120

11 By interpreting the myth of the Log Pleaid in thisway, Roga's may have intended to
subtly criticize his American patrongOgrowing preference for sculptures in the Beaux-
Arts style, which they appreciated more for their formal, decorative merits than for thar
narrative and sentimental content.

12 Oneexceptionis his 1871bug portrait of his young daughter Nora, to which he
ascribed thetitle Infant Psyche.

3 evine, Highbrow/Lowbrow.
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sculpture@® base undescored thefigure@ status as a highbrow art object. In 1879 Roge's
was charging $4,000for a full-size version of MeropeN the equivalent of roughly
$77000today, according to the Consumer Price Index, and twice wha hewas
conaurrently charging for afull-size version of Nydia.** Only themog affluent travelers
could afford to buy such a sculpture.

Themythological narative that Merope embodiesis also significant because of
its relevance to the pervasive, late-nineteenth-century anxiety aboutwoman@® naure and
prope place. AsClaudeL evi-Strauss has demondrated, mythsfundion within a culture
to address and contain contradictory bdiefs'®> Themyth of the Log Pleiad, as presented
in RogersGsculpture, fundioned in just this way for its American audience. Onebasic
contradiction inhaent in the sculpture® narrative conaernswhere and how awoman®
identity isformedN in relation to, or in separation from, others. Only by dividing herself
from he family does Meropebecome an individud, buther distinct identity is
meaninglessin isolation. Unlike earlier nineteenth-century versionsof themyth, which
smplified it with a nest, moralizing ending, Rogers emphasized Merope@ limind
postion and theinterminable longing it indued. His sculpture seemsto presage an 1880
article titled Orhe Trandtiond American Woman,Oin which Kate Ganette Wells
reflected, Orhe expression in thefaces of the past and present woman indicates a
changeE The peace and equipoise, the hauteur, united with unconstioushess of sif, are

all gone Theface of to-day is stamped with restlessness, wandeaing purpose, and self-

14 Roge's, Randolph Rogers, 202, 22Q

1> See Orhe Structural Study of Myth,Oin ClaudeL evi-Straus, Structural Anthropology
(New York: Basic Books 1963) 202212.
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congiousess.O While Wells acknowledged the Qzapacity of woman to exist for herself
alongOshewondeed if such existence could truly lead to happiness. Eventudly, she
bdieved, American women would have to find a balance between the seemingly
irrecondlable demandsof self and family.*®

AlthoughMerope never rivaled the popukrity of Nydia, Rogea's producd at |east
twenty copies of the sculpturein two sizes.*” All but three were purchased during the
1880s bdying thenotiontha ideal sculptures were hopdessy out of fashion by this
time. By 1878 many state legislatures had passed married women@® propety acts,
allowing women greater control over ther propaty andincome. In larger numbersthan
ever before, wealthy American women purchased artworks unde ther own names.
Women overtly purchased two of thefour full-sized versionsof Merope, and five of the
sixteen reduced versions'®

In 1883,awealthy Chicagoan named Elizabeth Stickney loaned he copy of the
sculpture to the Art Ingitute of Chicago, where it was displayed for amonth. A reviewer
for the Chicago Tribune effused,

Theprindpd object of interest at the Art Inditute at present is avery beautiful

piece of sculpture just received from RomeE It isanidedl figurecalled OrheLog

Plead@® Thislovdy log star is carved from ablock of the purest white marble,

withoutflaw or speck, andis atypeof the mos ddicate and refined womanhood

and it may bementioned in this connection that it was modded after an American
lady. Itisacreation simpleyet difficult of description. Thelovdy figure with its

16 K ate Gannet Wells, (The Transtiond American Woman,OThe Atlantic Monthly, 46
(December 1880) 817-824.

" Roges, Ranolph Rogers, 220-221.
*® Ibid. Thebuye of thefirst full-size marble version of Merope is recorded in RogersO
accountledge as Mr. Theodore Shillaber of San Frandsco; however, RogasOwife later

recounied tha the sculpture was actudly ordered by Mrs. Shillaber. 1bid, 142.
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floaing drapery seems poised abovea bank of clouds Onehand shades her eyes
as shepeersinto thedarkness, while the other is outstretched behind her asiif
hudhinginto silence the noises of thenight Thereis alook of anxiety uponthe
sweet face as she searches far and widefor her sister stars, while nathing could
surpass the exquisite ddicacy of the handsand feet and the subtle refinement with
which the entire work isimbued *°
This reviewer® emphasis on Merope’s sentimental narrative, and onthe purity, ddicacy
and refinement of thefigure, is congstent with theway ideal sculptures had been
described in the United States since the 1840s however, the connection Yhemade
between the figure® refinement and its modd, an QAmerican lady,Orelates to late
nineteenth-century, pseudo-scientific theories tha placed white, uppe-class, American
women at the apex of theevolutionay chan.?’ With such theories in mind, viewers could
connect Merope’s pdpable anxiety to thesuppo®d dark sideof ahighly refined female

temperamentN atendency towards nervousness and over senstivity, which could lead to

feelingsof restlessness and brooding dissatisfaction

19 GEasel and Chisal: Randolph RogesOGreat Work, (TheLos PleiadCat the Art
Inditute, OChicago Tribune, 25 February 1883:9. Thereviewer described the owner as
Qalady of this city.O Thiswas aimog certainly Elizabeth Stickney, the only Chicagoan
known to have owned a copy of Merope in 1883.Significantly, thereviewer described
the sculpture as her propaty, despite thefact tha her husband was ill living. Stickney
bequesthed the sculpture to the Art Inditute of Chicago after her desath.

20 See Women on the Verge: The Culture of Neurasthenia in Nineteenth-Century
America, exh. cat. (Stanford, Ca.: Thelrisand B. Gerald Cantor Center for theVisud
Arts at Stanford University, 2004)and Kathleen Pyne, Art and the Higher Life: Painting
and Evolutionary Thought in Late-Nineteenth-Century America (Audin: University of
Texas Press, 1996) 188200 Roge's, a cagy busnessman, often told potential buye's tha
heused youngAmerican ladies as modds. Thoudh amog certainly afiction, this story
diffused any potential assodation between hisideal figures and naked, working-class
Italian modds. For an earlier iteration of this story relating to Nydia, see James E.
Freeman, GChapters on Modds, Part |,Odppleton’s Journal 1 (Augug 1876): 156-162

?! 1n 1881, theneurologist George Miller Beard had defined the QliseaseOof neurasthenia
as anervousailment of the uppe class, whose membersOrefined, sendtive nervous

systems were overwhdmed by the pace of moden life. While men were sometimes
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Jenny McGraw Fiske

Born in 1840, Jenny McGraw was the daughter of John McGraw, a New York lumber
baron. After her mother’s death from tuberculosis when she was seven, she was raised in
the tight-knit community of her large extended family.22 She lived in her father’s house in
Ithaca, New York for most of her life. Like many women of her class and era she kept a
diary, and her entries during the 1870s record a life that followed, quite closely, the
“female world of love and ritual” described by Carol Smith—Rosenberg.23 With her aunts
and female cousins, to whom she was deeply attached, she divided her time between self-
improving studies of languages and music, household tasks, church, shopping, and social
calls. Andrew White, the first president of Cornell University, described Jennie McGraw

as “a woman of kind and thoughtful nature, [who] had traveled in her own country and

afflicted with neurasthenia, ddicate women came down with the aillment mog frequently.
See Beard, American Nervousness: Its Causes and Consequences (New Y ork: Putnam's
Sons 1881)and K athleen Spies, Griguring the Neurasthenic: Thomas Eakins Nervous
Iliness, and Gende in Victorian America,Oin Women on the Verge, 37-51.

?2 One published biography of McGraw exists. It is Rondd JohnWilliams, Jennie
McGraw Fiske: Her Influence Upon Cornell University (Ithaca: Corndl University Press,
1949) In addition, extendve biographical informationisinduded in Kermit Carlyle
Parsons The Cornell Campus: A History of Its Planning and Development (Ithaca
Corndl University Press, 1968) 50-51, 115129,152-168.

23 Carol Smith-Rosenbeag, Orhe Female World of Loveand Ritud: RelationsBetween
Women in Nineteenth-Century America,Oin Smith-Rosenbeg, Disorderly Conduct:
Visions of Gender in Victorian America (New Y ork and Oxford: Oxford University
Press, 1985) 53-76. Jennie McGraw( diaries for 1875and 1877,and a collection of her
letters, are hdd by the Division of Rare and Manusript Collections Corndl University
Library.
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abroad to good purpose,” and who took a serious interest—uncommon, he believed, for
women at the time—in a broad range of intellectual pursuits.**

When JohnMcGraw died in March, 1877,Jennie McGraw inheaited more than
two milliondollarsin additionto al of his extensve busnessinterests.”® Theloss of her
father, to whomshewas devoted, was a panful blow. Addingto her distress was the
reaction of her family to theterms of John McGraw@ will. McGraw@ cousn Tom
McGraw, who had hopd to inheit his unde® busness, was particularly angry and
discon®late. Bitter arguments ensued and McGraw@ diary entries from this period
record her extreme unhapiness. GAnxiety and trouble increasing Oshe wrote on May
26 Thenext day shewrote, O am aboutsick, and can think of nothing but my
sorrow.G’ In July shetook atrain to Detroit to meet and discuss busness with dissenting
family members. QUnde Johnand Tom notin [to meet me] at the depot Oshewrote, Q
was taken to TomE Saw thefamily. Oh dear, why islove so scant! G®

In November, McGraw@ stepmother announed plansto tear down the house
where McGraw had lived mog of her lifeand to build alarger, more imposng residence

for herself onthesame spot?®® McGraw respondel by making building plans of her own.

** Andrew Dickson White, The Autobiography of Andrew Dickson White, with Portraits,
vol.1 (New York: The Century Co., 1914), 418.

2 AWill of JohnMcGraw,Olthaca Democrat, 24 May 1877:3.

% Jennie McGraw Diary, Division of Rare and Manucript Collections Comndl
University Library, entry dated May 26,1877,

" Entry dated May 27, 1877in ibid.
% Entry dated July 3, 1877inibid.

2 See Jthaca Weekly Democrat, 8 November 1877:1.
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She purchased thirty acres of propaty postionad high onthebrow of East Hill near the
edgeof the Corndl University campusand hired William H. Miller (18421922) the
same architect who was building her stepmother@ hous, to build afar larger and more
elaborate mangon for herself.

Probably as adirect result of the cooled relationswith her family, McGraw
became closer to her father® former assodiates in the Comndl University community,
paticularly JudgeDouglas Boardman, who was atrugee. Vacationing with Boardman(®
family in July of 1877,jug after thedifficult visit with her own family in Detroit, she
wrote, GBuch a salutary influence [they] have uponme! Sweet assurance of sympathy and
love 3° She spent Christmas with the family of Henry Sage, another trustee, and it was
Sagewho gave her acopy of Cook® The House Beautiful **

In December, McGraw traveled to New Y ork City where she combed art gdleries
and depatment stores and met with theartist and interior decorator Louis Comfort
Tiffany (18481933, whomshe probably consdered hiring to decorate her house.*
McGraw@ interest in Tiffany reveals her taste for the new aesthetic style which was then
trandorming thefashionable interiors of the United States and England. The aesthetic-
influenced, GartisticOinterior, which was undestoad to reflect the persondity and taste of
the homeowner, resulted from the careful blending of amultitudeof beautiful objects.®

Clarence Cook noted tha, GPicking-upOis an easy art in Europe where, after al tha has

% Entry dated July 5, 1877in Jennie McGraw Diary, volume for 1877
% Entry dated December 27, 1877in ibid.
%2 See entry dated December 16, 1877in ibid.

¥ See Marilyn Johnson, (The Artful Interior,Oin Burke, In Pursuit of Beauty, 111-141.
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been carried off as spoils, thereis still an immense deal of old furniture to be bought&*
McGraw took Cook® advice to heart. Leaving Boardman and Sagein charge of her
affairs, shesailed for Europeon an art and furniture buying trip in March of 1878.

McGraw had clear tastesin art. During a previoustrip to Europein 1875she
recorded her impressionsof variousartworks in her diary. While she Ganded very
muchOthe GxquisiteOwork of the French, academic panter Alexandre Caband (1823
1889) shefoundthefleshier paintingsof Peter Paul Rubens (15771640) (vh so
gross.3° Sheagain demongrated her preference for classicizing, academic pantings
when she enthused over the ethereal maidenspanted by the English artist Albert Moore
(1841-1893) onview at Goupi® Gallery in New Y ork in December, 1877%° McGraw
also had ataste for sentimental genre paintings She had seen and admired three
pantingsby Seymour Joseph Guy (18241910 during atrip to Philaddphiain 1875
Before leaving for Europein 1878,shehired Guy to pant aportrait of her friend Henry
Sage37

By 1878,McGraw was condderably weakened by advandng tuberculoss. Q

have been so miserable for thelast fortnight or more tha | have avoided writing or

3 Cook, The House Beautiful, 16Q

% See entries dated December 10, 1875and December 17, 1875in Jennie McGraw
Diary, volumefor 1875in McGraw Family Papers. Division of Rare and Manuscript
Collections Corndl University Library.

% See entry dated December 18, 1877in Jennie McGraw Diary, volume for 1877

37 See entry for December 30, 1877in ibid. and entry dated February 12, 1875in Jennie
McGraw Diary, volume for 1875.
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anything to tire my chest, back or brainEO® shewrote her cousn Lettie McGraw from
Rome after ninemonthsabroad. Neverthdess, she peasisted in buying furniture,
pantings carpets, tapestries and statues, sending everything home to Ithaca for eventud
placement in her houe. McGraw was guided in many of he purchases by her architect,
who was a'so her decorator. McGraw@ villawas asignificant commission for Miller, a
recent Corndl graduae, and hetook a proprietary interest in its dZcor. Periodically, he
sent her lists of items to buy.* AlthoughMcGraw tried to follow Miller@ advice, she
aso frequently indulged her own tastes, particularly when purchasing pantingsand
sculpture. In Januay of 1879 shewrote to Boardman,
Today, | have madea purchase which may make your har stand onend. | know
your eye bdlswould dictate if you could seeit. Itisoneof themod beautiful
statues | ever saw in my life, and the question was now or never and five minutes
decided it formeE ItisthePlelad missingin theskyN ohsolovdyN | saw itin
clay when [I was] here before and thoughtit promised well, butthe marbleis so
perfect and thewhole so exquisite it far exceeded my expectations | then wrote
to Paof it for the University, now| guiltily take it for myself.°

Professionsof guilt over her purchases peppa McGraw( letters home, and she several

times expressed ambivalence aboutthe excessive grandeur of her new homg; still, she

3 Letter from Jennie McGraw to Lettie McGraw, dated Januay 21,1879 McGraw-
Fiske Collection, DeWitt Historical Sodety of Tompkins County, Ithaca, New Y ork.

% |n aletter to Douglas Boardman, McGraw noted thankfully that agalery owner in
Rome had agreed to hdp her find some of theitems Miller had requested. Unfortunaely,
shedidn®specify what these items were. See letter from Jennie McGraw to Douglas
Boardman dated February 4, 1879.Douglas Boardman Pape's, Division of Rare and
Manuscript Collections Corndl University Library.

“0 L etter from Jennie McGraw to Douglas Boardman dated 28 Januay 1879 Douglas
Boardman Papers. McGraw had been to Europetwice beforeN onae as a school girl in
1860and agan with her cousn Lettiein 1875. On the secondtrip, she appaently visited
RogesCstudio for thefirst time, butwithoutthe independent meansto buy wha she
liked. See Williams, Jennie McGraw Fiske, 11,33-36.
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wrote of RogesCsculpture, @ know | shal never regret [buying it] if it reaches home
safely. 3!

Merope appeaed to McGraw immediately, powerfully and on several levels.
Formally, it matched her taste for idealized female forms. Althoughpartialy nude the
figure has nore of the corporeal yrossnessOshedisliked in RubengdOnudes. Her bodyis
artfully composed and gracefully postioned, and her white flesh is perfectly smooth,
unblemished and impenerable. Oneappedl of ideal sculpture lay in thewhiteness and
tranducency of marble which, to nineteenth-century eyes, emphasized spiritud essence
over physcal form. As Hiram Powers famoudy stated, the whiteness of marble @emoved
the object represented into a sort of spiritud region, and so gave chaste permission to
thoe nudities which would otherwise suggest immodesty.(#* This emphasis on spirit over
matter also madeideal sculptures seem less like commodities, possibly assuaging some
of McGraw@ embarrassment over the extravagance of her purchase.

Thesentimental narrative Merope embodied mug aso have struck a chord with
McGraw. It mirrored he own story of homesickness and aienaion. GEveryonesays
wha addightto have [a European sojoum] in prospect! Oshe wrote before setting sail in
1878,dEDbut to feel no essential tie to bind oneto a spot on earth isto me anew and

frightening sensation."* In her letters home, McGraw often expressed a sense of being

1 Letter from Jennie McGraw to Douglas Boardman, dated 4 February 1879,Douglas
Boardman Papers.

2 Nathaniel Hawthome, Passages from the French and Italian Note-Books of Nathaniel
Hawthorne, vol.2 (Bogon: James R. Osgoodand Co., 1879, 24.

“3 Letter from Jennie McGraw to Douglas Boardman, dated January 16, 1878 Douglas
Boardman Papers.
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utterly adrift outside the safe, comprehensble boundsof family life. Shortly before she
purchased RogesOsculpture, sherespondel to news of her cousn L etty® engagement
with something close to despair. My dear girl,Oshewrote, Orhis confession of yoursis
startling and | confess gave me afrightful sense of panE | havefelt in avery full sense
that you were to bewith mein future plans, and | can®hép feeling that onemore prop
falls.3* It seems|likely that McGraw saw aromanticized echo of her own lifein
Merope3 sad tale of banishment.

Lastly, McGraw mug aso have related to the sculpture® theme of awoman
actively looking and longng. Her letters from Europeare threaded throughwith longing,
notall of it sentimental. O see many beautiful thingsall thetime which | desire to possess
very much,Oshewrote to Boardman from Paris.*® Nor were her desires restricted to art
and furniture. From Rome shewrote speculatively, Q think | might become an Italian
couniess withouthdf trying, and have anicelittle Italian husband in thebargain.(3° Like
Merope McGraw looked and longed; however, unlike RogasCheroine, shewas far from
hdpless. Her wedth gave her the ability to possess nearly everything she saw.

Perhgpsfearing tha McGraw would indeed marry in Europeand take her fortune

permanently out of Ithaca, Sage and Boardman provided ComdI@ Librarian, Willard

“ Undaed letter from Jennie McGraw to L ettie McGraw, McGraw Family Papers,
Divison of Rare and Manu<ript Collections Cornell University Library. Althoughthe
letter isundded, its content and thefact that it was written from Rome suggests a dae of
late December 1878or early Januay 1879

5 Letter from Jennie McGraw to Douglas Boardman dated May 24, 1878,Douglas
Boardman Papers.

“6 Letter from Jennie McGraw to Douglas Boardman dated March 3, 1879,Douglas
Boardman Papers.
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Fiske, with enoughmoney to travel to Europein pursuit of her.*” After ashort courtship,
McGraw married Fiske in Germany on July 14,1880. A year later her failing hedth put
an end to her shopphng spree. Shesailed for homein September, 1881and died jus after

arrivingin Ithaca. Shenever set footin her newly completed hous.®®

TheMcGraw-Fiske Mansion

For thesite of her hous, McGraw cho a plot of land high on East Hill, just
beow the Corndl University campus Both Boardman and the university@ president,
Andrew White, urged her to purchase asmaller lot that was set further back fromthe
brow of the hill, butMcGraw was determined. Ot@ a pretty pickle,Oshewrote to
Boardman of thesmaller lot, hut Sissy don®want it! &° McGraw indstence on the
East Hill lot reveals her keen awareness of its advantages. By building her hous near the
Corndl campus McGraw literally and symbolically aligned herself with the university.>
From thehill, she could aso look down onthetown and surrounding countyside bdow
(where much of her family lived), enjoyingwha Albert Boime has termed a Qnagisterial

gazeON a commanding view which signified her power and ownership. Lastly, thesize

“" Fiske courted McGraw aggressively. Boardman and other Cornd| trustees urged her to
marry him. Letter from Jennie McGraw to Alexande McGraw daed 7 July 1881, cited
in Williams, 56.

*® Fiske, anative of Boston, was a friend of Henry James. It seems more than possible
tha McGraw served asthe modd for severa of JamesQOater tragic female characters.

9 Jennie McGraw to Douglas Boardman, 2 April 1879, Douglas Boardman Papers.

%0 |n 188Q her house was oneof only two structures on or near the campusvisible from
thetown bdow. Theothe was McGraw Hall, thebuilding her father had endowed.
Parsons The Cornell Campus, 122.

267



and location of her propety allowed McGraw to carefully screen potential visitors™ Her
house was built on a hanging ddtalleft by glacial melt water over the CayugaRiver
gorge and could bereached by only asingle road from the campus

McGraw@® villa, which took over ayear to build at a cogt of nearly $30Q000,
resulted from an eclectic blending of architectural styles (fig.86). Miller gaveit a
sprawling, irregular plan with aroundtower at onecorner and a cluger of high-pesked
roofs. He added broad, stoneporches aongthethree sides of the building overlooking
Ithacaandthegarge Insde hegroupeal therooms arounda central, three-story rotunda
lit from aboveby a glass ceiling. There were three entrances. a side-entrance from a
porte cochere at the south; the grand entrance at the west; and a back entrance which led
from theporch at the eastern end of thebuilding directly into theart gdlery.

Theentrance at the south, which was intended for ordinary vidits, led into a
panded, pseudo-Elizabehan stair hdl. Here, callers and others would have waited while
aservant carried thar cardsor messages into thehouse. Theroomwas bdow thelevel of
themain floor and offered no visud access to therest of the hou.

The presence of theeastern door, which led from the outsidedirectly into theart
gdlery, suggests tha McGraw intended to open her art collection to the pubiic.”®> Rather
than having Miller place her gdlery in the center of her hous (a popukr location for

private gdleries a thetime), shechose to make it directly accessible fromoutside A

L McGraw@ rgjection of the smaller lot was based, in part, on thefact that she
consdered it Qoo public.OL etter from Jennie McGraw to Douglas Boardman, 16 July
1878, Douglas Boadman Papers.

*2 Visitors would probably have been admitted on oneor two days of theweek. Although
private art gdleries were commonin thehomes of the very wealthy, the degree of access
granted to thepublic wasidiosyncratic.
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drive led aroundthe hous, past the dramatic drop-off overlooking theriver gorge, to the
gdlery entrance. Visitors could have walked up a short flight of stairs, across asquae,
columned porch and, after passing througha set of doublke doors, foundthemselvesin the
gdlery. By shuttingtheinterior gdlery doors, McGraw could have restricted access to
therest of her house, making it feasible for her to admit visitors from outside her socal
class.

McGraw@® villawas oneof many elaborate private residences built by wealthy
Americansin theyears after the Civil War. These houses served as stages for an
increasingly opulent display of wealth and powerN a display that wastied to the
boumgeoning culture of celebrity. Private art gdleries were common features of such
homes. AnneBolin has argual tha, at mid-century, private gdleries were built to house
art collectionstha would ingtill moral values, contributing to an overall Qlidactic home
environment.3® Certainly, contemporary theories about the moral influence of art in the
home made art collecting more sodally acceptable in the United States. Private gdleries
(McGraw@ induded) were often octagond, a shapethat recalled Christian shrines and
baptisteries; however, these gdleries were also comected to thelarger culture of self-
display. As William Ayres has pointed out, by the 1870snewspapers and magazines
played an important roll in popuarizing private art galeries by publishing descriptionsof

them and fostering competition amongcollectors.>

%3 Bolin, CArt and Domestic Culture.O

> William Smallwood Ayres, OThe Domestic Museum in Manhatan: Major Private Art
Ingallationsin New York City, 187019200Ph.D. dissertation, University of Delaware,
1993.
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In 1882,William Henry Bishopwrote Or'he House of aMerchant Prince,Oa
serialized novdla abouta youngwoman from thecounty who visits her rich unde®
family inther new, magnificent New Y ork mandon. Uponentering, Ottilie is awed by
Qhewide entrance hdlOdecorated with an array of rich and exotic objects induding Gx
porphyry bow on apedestal of old Japanese bronze, like abaptismal font[for receiving]
the cardsof visitors.O The crowning glory of themanson, however, isits art gdlery.
Proceeding past the hdl,

Es heclimbed a staircase so broad and easy tha climbing was hardly an effortE

Theapproach to the picture galery- where her Gerome and plenty of other

masters that pleased her better were now to be gazed at to he heart@ content- was

past aMuddoraand a Sampson in white marble, and up either of two shott flights
of marble steps with abdugradein between.
Not only doesthegdlery afford Ottilie visud pleasure, it also provides an ideal setting
for her initiationinto the culture of self display. At areceptionlater in theweek, she
places herself on public view in thegdlery.
Ea s shereclined in afauteuil, her fleecy white draperies scattered aboutthe
definite nudeusof her dim waist, her arms, and heed. Mo see me!Oshesaid,
admiring herself whimsically, Dnewould think | had always been used to such
magnificence, | take it so camly. Andasto my poor dress, for thelast hourl
have quite forgoten it!O
Orouwill findtha thefashion reporters, if they beworth their salt, have not been so
remiss,Oan admirer assures her, Ot will certainly appesr in thepapers.3®> Bishop

correctly perceived that private art gdleries were stages uponwhich weathy men and

women peformed ther public identities before a mass audience. Some gdleries even

% William Henry Bishop, O0TheHouse of a Merchant Prince,OThe Atlantic Monthly 49
(May, 1882) 664,668-69.
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had actud, built-in stages, uponwhich their owners and thar guests could enact cogume
dramas and tableaux vivants.>® Theartworksin private gdleries were actors toolN they
magnified and contributed to ther ownersOpublic personee.

Unlike the sculptures of Sampson and Mugdorathat Bishoprelegates to
suppoting roles in hisfictiond interior, Merope was the star of McGraw@® art gdlery.
Theroommeasured twenty-five feet across and it contained several dozen pantings
tapestries and small bronzes placed on or near thewalls. By contrast, Merope occupied
the center of theroom and stoodmore than eightfeet high onits pedestal. Because the
figure was diagondly postiongd, it also claimed consderable floor space. Its white
marble stood out dramatically againg thedak walnut panded walls and inlaid stone
floor. It was thelargest and themost striking work of art in McGraw( collection >’

Thematically, Merope’s subject of awoman actively looking was perfectly suited
to thegdlery, filled as it was with theresults of McGraw@ own acquisitive gaze. A
handle at the sculpture® base alowed it to be easily rotated in any direction so thé the
figure® searching eyes could be directed at nearly thefull rangeof artworks that
surroundel it. These worksinduded aview of Greece by the panter JohnRollin Tilton
(18281888) a Venetian cand sceneby Thomas Moran (18371928) severa German
and Italian landscapes, a panting of oxen grazing in thefields outside Rome by Henry

CollinsBisphan (1841-1882) a Florentine genre scene by Luigi Mion (b.1843)and a

% Berthaand Potter Pamer(8 gdlery in their Chicago manson had such a stage built into
onewall. See pho negaive DN-0001495A Chicago Daily News Negaive Collection,
Chicago Historical Sodety.

*" A newspaper report of McGraw( 1891 estate auction described Merope as. OThechef
d’oevre oOf thewhole art and article gdlery.O riske Mangon Sold,Olthaca Daily
Journal, 19 February 1891:3.
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panting of NevadaFallsin Yosemite (aplace McGraw had visited with her father in
1872)by Albet Bierstadt (1830:1902)*® Fromits vantage point in the center of the
gdlery, Merope seemed to gaze longingly at the places McGraw had been.

In additionto beng the centerpiece of theart gdlery, Merope was also clearly
visible fromthe grand entrance at thewest, which offered a seventy-foat view fromone
end of thehous to the other. This entrance was approached by climbing a series of
stairsN two flights leading up to the gabled entrance porch, then a third flightleading
fromthevestibule to thecentral hdl. Eagles madea stereograph near thetop of this last
flight It showstheart gdlery directly across the carpeted, sunlit expanse of therotunda
Merope standsdirectly ahead, back-lit by theglass panes of the eastern doar. Theaerid
figure would have risen up before visitors as they climbed thelast flight of stairs,
enhanang theimpression of airiness and light created by the high-rodfed, central rotunda
Thedoubk doaways of therotundaandthe art gdlery, athird doomway onthe second
story above andthe hanging newel pods of the secondfloor badcony al framed Merope
and directed visitorsOeyes toward the sculpture. Unlike the narrow stair hdl at the south,
McGraw@® spaciousformal entryway was designed for large and ceremonial gatherings
By making Merope thefocusof the prindple view from this entrance, Miller ensured tha

the sculpture would bea centra pat of its owner® public image™®

%8 A record of McGraw( possessionscan berecreated from a handwritten 1889inventory
of her hous, the catalog of her 1891 estate sale, and EaglesOstereographs Q. McGraw
Inventory Book, 1889Qms. and Executor’s Sale, McGraw-Fiske Estate at Ithaca, N. Y.
February 19", 1891, both in the Clarke Historical Library, Central Michigan University.

* Because no correspondence between Miller and McGraw survives, it isimpossible to
determinewhether McGraw herself chose Merope@ exact placement, or whether the
decisonwas Miller@. Regardless, there@ little doubt tha McGraw intended ha mog

celebrated and expendve purchase to have a prominent, public postionin he home.
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The 1870sand 80swere marked by a migration of ideal sculptures out of libraries
and parlors and into more public domestic spaces where they could beviewed by awider
audience (an audience which, by this time, often included phoographe's and the press).
For ingance, thewealthy Chicago art collector and philanthropist BerthaPalmer had
acquired a copy of Harriet Hosmer@ (18301908)1859sculpture Zenobia onher
wedding trip to Europein 1871(fig.87). The sculpture represents thethird century
Queen of Palmyrawho, after resisting the power of the Roman empire for six years, was
findly captured and marched throughthe streets of Rome in chans When Paimer and
her hudand, the depatment store and hotel magnae Potter Palmer, moved to the pdatial
andimposngly crendlated GPalmer CastleOin 1883, they placed the sculpture at thefar
end of ther expangve entrance hdl (fig.88). There, like McGraw@ Merope, it was the
focusof theprindpd view fromtheentrance. It was amog certainly Bertha Palmer, the
active collector and decorator in thefamily, who chose this location for Zenobia. Her
intention can hardly be missed. Thoughsheis chained, Zenobia@ power and dignity are
pdpable® For anyoneentering, shemus have evoked thereal queen in Palmer Castle,
Mrs. Palmer herself. Merope played asimilar rolein McGraw@ hous.

It isnotsurprising that, although McGraw had first thoughtof acquiring Merope
for Corndl University, sheultimately purchased the sculpture for her home. Every copy
of the sculpture was initially destined for domestic display.®* Unlike many other

American sculptors, Rogeas was equdly successful making ideal figures and public

% See Kassom, Marble Queens and Captives, 141-165.

®' Roge's, Randolph Rogers, 220-21
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monurments; however, hemade a clear thematic and stylistic distinction between these
two genres. Althoughhis monumental, puldic works often feature mythological females,
these are invariably Nikes and MinervasN powerful beingswith martial and civic
assodations (figs89-90). They are never nude nor are they attached to paticular
sentimental narratives. Merope@® assodated narrative, ontheother hand, idedlizes the
bondsof filial love, reinforcing a sentimental condruction of the domestic sphere and
presenting a domestically unatached woman as atragic figure. Also, thefigure®®
dramatic pose and expression were intended to elicit a sympahetic emotiond respongin
viewers, placing them in aprope domestic frame of mind. The sculptureitself enactsa
sentimental way of lookingN Merope® gaze expresses her longing for filial connestion
within a domestic context.

By displaying Merope in her home, McGraw may have soughtto present herself
as a sentimental and domestic woman, softening her image by symbolically declaring her
desire for recondliation with her family.%? Yet thisimage of a desperately searching,
striving woman was at oddswith theideal of Home as arestful haven. At thefirst large
public gaheringin McGraw@® hous (her poghunous1891estate auction) areporter for
the Ithaca Daily Journal described the effect of Merope in its GestheticOsetting. Orhe
lovdy statuelooked an embodiment of cold, ethereal scorn at theignolle scene, as

though shewere a beautiful slave up for auction and longel to fly away.(3® Hisreaction

%2 McGraw( family purchased mos of the objects sold at her 1891 estate auction,
induding mog of her art collection; however, family members madeonly afew very low
bidsfor Merope. They may have viewed McGraw@® sculpture as a public rebukeof them
for their coldnessto her. See (Fiske Manson Sold,Olthaca Daily Journal, 19 Februay
1891:3.

% bid.
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was dug in pat, to thedoleful, commercial atamophee of theaudion itself; however, he
was also responding to the sculpture@® agitated pose and expression. Thereporter, who
was probably unfamiliar with the mythological narrative tha defined Merope® longing
asadesire for home andfamily, saw an image of a captive woman yearningto flee.
Thedecades after the Civil War were marked by a broad cultural debae about
women@ nature and prope placeN a debate that caused widespread anxiety. McGraw felt
thisanxiety persondly. Shortly before she purchased Merope, shewrote to her Aunt
Sarah abouther cousn Georgiana® recent marriage and her cousn Lettie® engagement.
Sheadded wistfully, GEl hopel may have ahome oneof these daysE | will try to be
useful and happy init.3* McGraw was notreferring here just to her actud, partialy-built
hous but, more broadly, to the ningteenth-century sentimental ideal of Home. Despite
theindgendence her wealth gave her, McGraw continued to desire the close domestic
ties of an idedlized Victorian family. Like Clara Bloonfield-Moore, shewas bom too
early to beoneof the college-educated, professiond hew womenOwho emerged onthe
American scenein the 1880s Her domestic aspirationsand her decidedly sentimental
outlook placed her closer to the mid-nineteenth-century Geult of true womanhood(3
Still, McGraw(@ assertion that shewould QryOto be useful and hgppy in her home reveals

her ambivalence aboutthelimitationsof the domestic sphee, and hea actionsshow tha

% L etter from Jennie McGraw to Sarah McGraw, 14 December 1878,McGraw Family
Papers, Divison of Rare and Manusgript Collections Corndl University Library.

® Barbara Welter coined the phrase CCult of True WomanhoodQo describe the mid-
nineteenth century sentimental feminineideal in Orhe Cult of True Womanhood:1820
18600151-74. Carol Smith-Rosenbag contrasted thisideal with the INew WomanO
typein OrheNew Woman as Androgyn: Sodal Disorder and Gende Crisis,Oin
Disorderly Conduct, 245296.
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shehad nointention of ceding power in the public realm. Shekept sole ownership of her
busgness despite therift this caused with her family, and before she married sherequired
her fiancZ to sign a pre-nupial agreement forgoing any claim on her propaty or
income.®® Like many women of her generation, McGraw stroveto recondle seemingly
contradictory desires for freedom, power and fulfillment ontheonehand and for the
Gyweet assurance of sympathy and loveOonthe other. Whether or not sheintende it, her
statue of Merope publicly expressed her ambivalent pogtion. It presented an image of an
incomplete self sugpendad between the outside world of freedomand theinsdeworld of
relation, defined by endless, unquenchable longing.®’

| would like to suggest oneother possible interpretation of Merope in the context
of McGraw@® artistic interior. As Mary Blanchard has argued, artistic interiors created an
amosphere of sedudive escapethroughther profuson of paterned surfaces and exotic,
decorative objects.®® However, shefailed to note that this wealth of commodities also
referred to the market culture of the moden public spheeN a sphee in which women, as
conaumers, were increasingly immersed. Unlike the passive, contented women generally

depicted in Aesthetic paintingsand sculpture, Merope expressed the undelying

% Thefull text of Fiske( pre-nupia agreement isreprinted in QA Victory for Corndl,O
New York Times, 27 May 1886:1. Init, hesaid, O do contract and agree tha she shal
have, possess, control and dispo< of her propaty after her said marriage andin the same
manne and to as pefect and complete extent as if sheremained single and unmarried.O

%" Susan Stewart has pointed out the relationship between longing and a divided or
incomplete sense of Self. Accordingto Stewart, the urgeto collect arises fromaneed to
create acomplete, pafected Self. See On Longing: Narratives of the Miniature, the
Gigantic, the Souvenir, the Collection, (Durham and London:Duke University Press,
1993) McGraw(@ acquisitiveness, restless dissatisfaction, and affinity for the sculpture
Merope @l seem to confirm Stewart® thesis.

%8 Blanchard, Oscar Wilde's America, 112.
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restlessness and dissatisfaction tha congituted onedriving force benind middle and
upper-class women@ increasing consumption of non-essential commodities in the 1870s
and B0s® AsJannaJones has argued, shopping offers women a fantasy of self-
fulfillment by allowing them to movewith (limited) freedomand exercise (limited)
power outside the home; however, the ultimate end of shopphng remainsthebody, the
family and thehome, leading women in acircular path back to where they began.® As
Marxist scholars have long pointed out, market capitalism@ displacement of individud
identity into fetishized commodities leadsnot to satisfaction, butto incessant, insatiable
desire. Small wonde then tha, in thedecades following the Civil War, American writers
frequently evoked theimage of alongingwoman to symbolize thereigning spirit of
avarice that characterized the Gilded Age™ Standing in themids of McGraw(s
elaborate interior, surroundel by theresults of her rampant consumption, Merope could
beread asjud such a symbol.

In 1891,areporter for the Ithaca Daily Journal described the McGraw-Fiske
mansion as GamousO It was indeed, but not for the reasonsMcGraw would have liked.
After her desth abitter, three-way fightfor her estate ensued between her husand (who
chose to contest the prenupia agreement hehad so recently signed), her family and
Comdl University. Her hous became onefocusof this disputeN her husand wanted to

liveinit, her family wanted to sell it, and the University trusees wanted to convet it into

% See Remy G. Saissalin, The Bourgeoise and the Bibelot (New Brunswick, New Jersey:
Rutgers University Press, 1984) 53-74.

0 See JannaJones, Ohe Distance from Home: The Domestication of Desire in Interior
Design Manuds,OJournal of Social History 31 (Winter 1997) 307-326

"l See Fisher, GFictionsof Female Desire.O
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an art museum. Thecase lasted ten years and went all theway to the United States
Supreme Court, receiving afloodof publicity along theway. AlthoughMcGraw had
willed mog of her propety to Corndl University, her husband and family ultimately
broke her will and split mog of the estate between them. The melodramatic narative of
these events, asit emerged in the press, depicted Fiske (who lived outhisdaysin
Qrincely styleQin aFlorentinevilla) as a heartless gold digge, the McGraw family as
distant and uncaring, and themansonitself as a symbaol of Qavish extravagance.O
McGraw emerged from this narrative as a hapless, tragic heroineN at the mercy of
unsrupulousrelationsand of he own urnregulated desires.”

Not surprisingly, the public took alively interest in the McGraw-Fiske mangon. It
stood isolated and uninhabited for eleven years, inviting curioustourists to wande
aroundits exterior and peek in itswindows. As early as 1881,anotice appeared in the
Ithaca Democrat warning that GEt hose who wish to ingpect theinterior of the Fiske
house mugt first gain permission of the architect, Mr. Miller.3® When Eagles published
his stereographsof Qthaca and the Vicinity,Ohe confirmed the mandon@ status as a
tounst site by induding at least ten views of it in the set, more than he devoted to any
other single site. Stereographswere aform of popuar, mass entertainment. They were
printed in large editionson inexpendve cardgock and, when placed in aviewer called a

stereocope they created theilluson of athree-dimensond image They quickly

"2 See for example Orrying to Annula Will,ONew York Times, 7 September 1883:5;
QProf. Willard Fiske,Olthaca Daily Journal, 29 March 1886:3; QA Victory for Comdl,0
New York Times, 27 May 1886:1;. For auseful overview with many pertinent citations
see Robat S. Amdursky, Orhe Backgroundof and Decisionsin the Fiske-McGraw Will
Suit,OHonors Thesis, Comndl University, 1959,Division of Rare and Manuscript
Collections Corndl University Library.

3 The Ithaca Democrat, 1 December 1881:3.
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became a chegp subdgitute for tourism, offering viewers from awide rangeof
backgroundsthe chance to Qravel Oto nearly any accepted tourist destinaion, where they
could see (asif hoveaing, disembodied, within the spaces depicted) all the approved
sites.™

Throughhis stereographsof the manson, Eagles dramatized the already well-
known tale of its late owner. Merope, featured in at least four of his views, was notonly
visudly striking, it also provided Eagles with a perfect stand-in for McGraw herself. The
marble image of an anxious longing woman surrounded by what the editor of the /thaca
Daily Journal termed McGraw® Qvast, prodigiousfollyOperfectly mirrored theway her
story unfolded in the populr press.”” EaglesOstereographsallowed his largely middle-
class audience to gaze with voyeuristic pleasure at the decadent but enticing lifestyle of

therich and famous while smultaneoudy reassuring themselves of thar supeior

wisdom, hgppiness and morals.

" See Fowles, CBtereography and the Standardization of Vision 089-93, and Steve
Hodscher, O he Photographic Congruction of Tourist Space in Victorian America,O
Geographical Review 88,n04 (1998: 548570.

* Ithaca Daily Journal, 29 March 1886:1; Parsons in his 1968history of Cornell
campusarchitecture, interpreted thefigure of Merope in oneof EaglesOstereographsas a
Quant symbol of the missing Jennie.OSee Parsons The Cornell Campus, 121. Morris
Bishopa so viewed the phoographin thisway. See Bishop, A4 History of Cornell

(Ithaca: Cormdl University Press, 1962, 224.
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Epilogue

On a February evening in 1871, the Corcoran Gallery of Art opened its doors for the first
time to a throng of several thousand guests who danced in the grand, second-floor
exhibition hall until early the next morning. Over their heads, live canaries sang in
hundreds of cages suspended between the gas lights. The ball, called "the most
magnificent reception ever held in Washington," was attended by President Ulysses S.
Grant, Vice President Schuyler Colfax and General William Tecumseh Sherman among
other luminaries." As Alan Wallach has argued, it marked the public reconciliation
between Washington’s native elites, most of whom had—Iike Corcoran himself—
sympathized with the Confederacy, and the Republican-led federal government.’

For Corcoran, the ball also marked the culmination of a long and difficult process.
He had begun planning the removal of his private art collection to a public gallery in
1859, immediately following his daughter Louise’s wedding. He commissioned the
American architect James Renwick (1818—-1895) to design a museum building and, by
1861, the imposing French Second Empire edifice stood nearly completed just a few
blocks from his home and across Pennsylvania Avenue from the White House. During
the Civil War, however, Corcoran moved to Europe, leaving the building standing empty.
The federal government confiscated it and used it to house the Quartermaster General's

Corps of the Union Army. After years of negotiations, Corcoran was finally able to

' “The Ball of the Season,” Daily Patriot (Washington, D.C.), 21 February 1871: 4.

* Alan Wallach, Exhibiting Contradiction: Essays on the Art Museum in the United States
(Ambherst: University of Massachusetts Press, 1998), 22-37.
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reclaim the building in 1869, and the Corcoran Gallery of Art was founded as a public
institution.

Among the seventy-eight paintings and sculptures from Corcoran’s original
private collection that were installed in the new museum was Hiram Powers’ Greek
Slave, which had served as the altarpiece of his daughter’s wedding ten years earlier. Its
importance within Corcoran’s collection is indicated by the fact that, in 1859, Renwick
designed a special room in the new museum to house the sculpture. This small, dome-
roofed, octagonal shrine, located on the second floor at the furthest remove from the
grand staircase and exhibition hall, set the sculpture apart; however, it also set it aside
from the main gallery spaces. Reporters and critics who wrote about the Corcoran Gallery
after its official public opening in 1874 nearly all made note of the Greek Slave’s
presence. Few, however, gave it much attention. It was no longer the focal point of
Corcoran’s collection, which now encompassed nearly four hundred works of art,
including many examples of modern and ancient sculpture.

One writer who did devote several paragraphs to the Corcoran Gallery’s Greek
Slave was the conservative critic for the International Review.’ Noting that, “we believe
the time is not near at hand when posterity will yield to another [Powers’] position among
the foremost of American sculptors,” the critic defended the sculpture from recent
criticisms, most notably those of the American art critic James Jackson Jarves, who

dismissed the Greek Slave as “so bad that the popular applause which attended its

? “Art at the National Capital,” The International Review 1 (May 1874): 343-45.
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appearance may be taken to prove the public ignorance of sculpture.” As early as 1864,
Jarves had begun chipping away at Powers’ popularity, “The sculpture of Powers does
not render the real beautiful,” he asserted. “He is rather the sculptor of sentimental
prettiness, a dainty workman in marble, as incapable of realizing high ideal motives by
his conventional treatment as he is of rendering genuine naturalism.”” Writers in the
1840s and ‘50s had stressed Powers’ sentimental nature and his manliness, but for Jarves
those qualities were mutually exclusive. Powers’ sentimental, domestic sculpture
emasculated him, and was inappropriate for a public setting such as a museum.”

Jarves’s opinions about Powers, though far from universal in 1874, signaled a
shift in American tastes. As we have seen, the market for ideal sculptures as domestic
ornaments continued to exist in the United States into the 1880s and beyond; however,
the nearly ubiquitous praise these works enjoyed at mid-century began to erode in the
1860s. Although Americans still believed that sculpture exerted an elevating influence,
they increasingly disagreed about where that influence was most effective—in the private
domestic sphere or in public museums and galleries of art. Jarves and many other art

critics—including the editor of 7he Nation and the future Harvard art historian Charles

* Jarves, The Art-Idea (1864; repr., Cambridge, Mass.: Harvard University Press, 1960),
215.

> Ibid.

%1n 1845, a writer for Arthur’s Ladies’ Magazine described Powers at work in his studio
as follows: “His figure is tall and well proportioned. His long black hair falls over his
face which, though not strikingly handsome, is full of expression. The forehead is fair
and high. The eye kindles and flashes as the yielding material grows plastic beneath his
hand into the embodiment of the sculptor’s thought, and his whole expression indicates a
man of energy and genius.” “Sketches in Italy,” Arthur’s Ladies’ Magazine 3 (January
1845): 63. See also Harris, The Artist in American Society, 241-251.
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Eliot Norton—championed the latter settings. In an 1874 article titled “Chromo-

Civilization,” Norton attacked sentimental, household art as the root of such “mental and

moral chaos” as the struggle for women’s suffrage.” In an 1870 essay titled “Museums of

Art,” Jarves advocated,
...a training which shall teach the public how to discriminate between the
permanent and ephemeral, profound and shallow, true and counterfeit, in
everything affecting their aesthetic enjoyment and moral well-being. Now, with all
due gratitude to those popular artists who have made art a household object to the
million, who otherwise might have gone to their graves unknowing and indifferent
to it in any shape, it is no wrong to them to hail with satisfaction any means by
which the nation may become at once a better judge and patron... Public galleries
and museums... by providing adequate sources of comparison and instruction, will
enable the people better to decide on the relative merits of artists and schools of art,
and thus do fuller justice to their teachers and themselves."

Jarves also stressed in this essay that museums and galleries should be run by “competent

experts,” by which he meant male professionals trained in the study of art.’

According to the mid-nineteenth-century "cult of domesticity," virtue was a
personal matter, to be taught by sentimental men and women in the home. Ideal sculpture
was intimately intertwined with this process of private moral education, and with
Americans’ construction of themselves as sentimental, domestic subjects. The Civil War

and its aftermath disrupted this view. As Lawrence Levine has shown, distinctions

between popular and elite culture grew wider after the war.'® Furthermore, as Michael

7 [Charles Eliot Norton], “Chromo-Civilization,” The Nation 5 (24 September 1874):
200-01.

8 J. Jackson Jarves, “Museums of Art,” The Galaxy 10 (July 1870): 52.
? Ibid., 57.

' Lawrence W. Levine, Highbrow Lowbrow: The Emergence of Cultural Hierarchy in
America (Cambridge: Harvard University Press, 1988).
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Clapper has pointed out, this widening divide was marked by a growing bias against
artworks that were associated with the implicitly feminine domestic sphere. “The fact that
chromos, as well as other objects and images, were in homes became evidence that they
were not art; museum collections and displays came to define what was.”"!

The normative image of the professional that emerged after the war was
masculine, rational, independent and expert—an identity that Gilded Age critics and art
historians like Jarves and Norton sought to appropriate for themselves.'* As civic-minded
Americans laid the foundations for public museums and art galleries in the decades after
the war, such authorities celebrated the fact that the display of art would no longer be a
private, domestic matter, falling within the province of amateurs—women as well as
men—but a public concern, to be carried out by male professionals who, they presumed,
would be free from sentimental biases. Their point of view flipped the rhetoric of
sentimental domesticity on its head: civilization, order and enlightenment could not flow
from the domestic sphere—a confused realm of unregulated emotions—but must emanate
from professionally organized public institutions.

While commentators on the recently opened Corcoran Gallery largely ignored the
Greek Slave, they were deeply impressed with the Corcoran’s collection of modern,
French sculpture, particularly its complete set of Antione-Louis Barye’s (1797-1875)

bronze animalier statuettes. Noting that Powers had “added nothing to art-growth,” S. G.

" Michael Clapper, “The Chromo and the Art Museum,” in Christopher Reed, ed. Not at

Home: The Suppression of Domesticity in Modern Art and Architecture (London:
Thames & Hudson, 1996), 40.

2 Kirsten Swinth, Painting Professionals: Women Artists and the Development of
Modern American Art, 1870-1930 (Chapel Hill and London: University of North
Carolina Press, 2001), 6.
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W. Benjamin went on to praise Barye’s sculptures effusively, calling them “the most
remarkable works which the art of sculpture has produced since the death of Michel

9513

Angelo.” ” Earl Shinn too, in his account of the gallery in The Art Treasures of America,
glosses over the Greek Slave as well as Corcoran’s versions of Powers’ busts Ginevra
and Proserpine, while devoting five full, illustrated pages to the work of Barye."*
Barye’s small bronzes are overtly decorative, serial works of art. Although the
versions commissioned for the Corcoran Gallery by its first director, William T. Walters,
were produced under the artist’s direct supervision, cheaper versions of the same
compositions were available for middle-class men and women to purchase as household
decorations. What, then, secured Barye’s claim to high-art status? The answer is two-
fold. In the first place, Barye worked in an elegant, technically masterful, Beaux-arts
style. The prodigious taste for French paintings in the United States at the end of the
nineteenth century is well-known. In sculpture, too, French style reigned supreme. In
particular, critics admired the active surfaces and lively depictions of gesture and
expression found in French statues.'” In 1878, the American sculptor John Quincy Adams

Ward advised all aspiring young American sculptors to study in Paris, noting “Paris has

the best draughtsmen in the world; its system of teaching is the best, training the eye to

" S. G. W. Benjamin, “The Corcoran Gallery of Art,” The Century 24 (October 1882):
818-19.

'* Strahan [Shinn], The Art Treasures of America, vol.1, 16-20.

" See for instance Theodore Child, “Modern French Sculptors,” Harper’s New Monthly
Magazine 76 (January 1888): 236-66.
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the movement of figures and to accuracy of representation.”

It is hardly surprising that
Walters, one of the most prominent American collectors and advocates of modern,
French art, should have selected Barye’s oeuvre as his first large commission for the
Corcoran gallery.

Equally important for Barye’s reputation as a serious and masculine artist was his
subject matter—wild animals, typically shown locked in combat with men or with each
other. In Tiger Surprising an Antelope, for instance, a ferocious cat crushes its terrified
prey to the earth, biting into its throat with strong, inexorable jaws. (fig.91) The small
sculpture’s beautiful modeling and gracefully interwoven forms do nothing to disguise
the raw violence of its theme. The result, while emotionally stirring, is decidedly
unsentimental. Unlike Powers’ sculptures, which embody mid-nineteenth-century
domestic ideals of empathy, filial love, and home-feeling, Barye’s works celebrate power
and the primal struggle for survival. By the 1880s, the well-known and often repeated
narrative of Barye’s own long, bitter struggle for recognition as an artist mirrored and
reinforced the themes of conflict embodied by his sculptures.'”’

Barye’s technical mastery (evidence of his consummate professionalism) and the
brutal subject matter of his sculptures counteracted the potential stigma of their role as
domestic decoration. Their influence flowed, not from the heart of the feminized

domestic sphere out into the world, but in the opposite direction. As both museum pieces

and domestic ornaments, they disseminated the manly values of the Gilded Age public

' G. W. Sheldon, “An American Sculptor,” Harper’s New Monthly Magazine 57 (June
1878): 66.

' See for instance, Theodore Child, “Antoine Louis Barye,” Harper’s New Monthly
Magazine 71 (September 1885): 585-87 and Henry Eckford [Charles de Kay], “Antoine
Louis Barye,” The Century 31 (February 1886): 483-501.
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sphere (competition, aggression, courage, and power) to a broad, middle-class audience.
Historians of American art are heirs to the prejudices against sentimental, mid-
nineteenth-century ideal sculptures that artists and critics put in place in the decades
following the Civil War. Reacting against art that seemed too feminine and too domestic,
our predecessors dismissed the vast majority of these works as frivolous confections,
unworthy of serious study by the competent professionals whose role it is to educate the
public. Challenges to this dominant view have been impeded by the fact that, removed
from the private homes that once framed them, most ideal sculptures are—Ilike the subject
of Randolph Rogers’ Lost Pleiad—exiles. Re-installed in modern, museum settings, their
language is only partially comprehensible. It is my hope that, by considering a handful of
these works in their original domestic contexts, I have restored some degree of their

original depth and complexity.
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