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1a. Pottery and Baskets: ¢.1100 - ¢.1960 Bﬁ%&‘%ﬁ?@%

A thousand years ago, American Indians used plants, bone, skin, earth, and stone to fashion the
objects needed for daily life: pots for cooking, baskets for storage, or arrowheads for hunting. From
cylindrical clay jars gracing a 1000 A.D. home to baskets serving a mobile society, everyday
objects yield glimpses into America’s past. They chart a proud history of craftsmanship and
traditions handed down from generation to generation. S YVH[#94 » — T & ﬁ'J HfE P l{JFJz iy
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1b. Mission Nuestra Senora de la Concepcion =/ %ﬁ'ﬁ“’ﬁ@éﬂ%ﬁ%ﬁ&

This Catholic mission in San Antonio now stripped to bare stone was originally plastered white and

adorned with red, blue, yellow, and black painted designs. It was built to serve as a barrier against

French expansion into Texas. Made using local materials and artisans, the stone-faced adobe

structure features a floor plan that reflected Catholic traditions.
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Various artists (18th century): Spanish Colonial Architecture of the 17th, 18th, and 19th century

stretched across America's Spanish southwest. It was an amalgam of Moorish, Romanesque, Gothic,

and Renaissance influences, modified to meet frontier needs. 73 ‘m : ff?&?’%ﬁ = Ao el gt | ol
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2a. Paul Revere, 1768 U (il 55| missz

JOHN SINGLETON COPLEY [1738 - 1815] {\“F’,’ﬂl

This portrait, an idealized view of labor consistent with the democratic ideals of the New World,
depicts Paul Revere as a working craftsman. At the time of this portrait Revere was a successful
silversmith—not an American hero. Still, Copley captured the heroic qualities of physical strength,
moral certainty, and intelligence that allowed Revere to play a pivotal role in American history.
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The fine mahogany table that distances Revere from the viewer and gives the workman in
shirtsleeves an air of authority also serves an important compositional purpose. It forms the base of
a pyramid, with the sitter’s brightly illuminated head at the apex. The triangular shape is echoed in
the arched brow of Revere’s right eye, which commands attention with its steady, knowing gaze;
his left eye remains in shadow. Copley may have chosen the pyramidal pose in allusion to Paul
Revere’s association with Freemasonry, an esoteric fraternal society based upon a shared set of
moral and metaphysical ideals and a declared belief in a single god, or Supreme Being. (The
emblem, which can be found on the back of a dollar bill, was adopted in 1782 as part of the Great
Seal of the United States) = £ &5 0% 8= £ HI480F - = ﬁﬂ}‘ﬁ*ﬁxéﬁl?'ﬁé*r ) = E"’J?fﬁﬁ%ﬂ%%ﬁ’%iﬁﬂ ' 54
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3a. The Midnight Ride of Paul Revere, 1931 {3378z ¢ )k
GRANT WOOD [1892 - 1942] F5l ("

Grant Wood's bird's-eye-view of Revere's legendary ride offers a whimsical, chlld-like
interpretation of Henry Wadsworth Longfellow's well-known poem. The artist's desire to preserve
American folklore was part of his greater scheme to forge a national identity through art and history.

& el ~ B [aﬁ'rfrwrﬁ =3
Paul Revere’s Ride: a poem by Henry Wadsworth Longfellow % &4, published in 1863:

Listen my children and you shall hear

Of the midnight ride of Paul Revere.

On the eighteenth of April in Seventy-five

Hardly a man is now alive

Who remembers that famous day and year.

Child’s point of view, American folklore: # & = {5F! ?ﬁﬁ,’@]& ';EISEE’»@?[J
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3b. George Washington (Lansdowne Portrait) [gr F'* 27 O fi
GILBERT STUART [1755 - 1828] il (it

Washington’s choice of attire—a plain black suit and no wig—conveys his belief that the United
States president was not a king, but a citizen of a land where all men were created equal. Artist Bio:
Stuart learned art abroad in the European tradition, but his style was all his own. Known for his
ability to set subjects at ease (it’s a popular theory called physiognomy), he believed inner character
was reflected in a person’s physical features. Stuart’s portraits of George Washington, whom he
described as a man of great passions, are among his most famous works.
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4a. Washington Crossing the Delaware, 18512 77 uglﬁ&i@ g S JF‘JJ J‘ i
EMANUEL LEUTZE [1816 - 1868] {H & &2 542%

With defeats mounting and morale sinking, George Washington led his army across the icy river on
Christmas night, 1776. Emanuel Leutze’s canvas shows the courage and sacrifice demonstrated by
America’s founders.
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The sheer size of Leutze’s canvas, twelve by twenty-one feet, pulls anyone standing before it into
the scene. The viewer is nearly the same size as the painted figures and the action seems only a few
feet away.

il - s S B P R

Soundly beaten in New York, Washington was pursued through New Jersey into Pennsylvania by
British General William Howe, who fully expected to take Philadelphia, the seat of the Continental
Congress. However, in his retreat across the Delaware River, Washington shrewdly seized all the
available boats to ferry his men from the New Jersey banks to the Pennsylvania side. A confident
General Howe, certain the war was all but won, had already returned to New York in December,
leaving his British and Hessian mercenary troops in the Trenton area. The commanders left in
charge plotted a river crossing as soon as the Delaware iced over. Washington acted immediately
when his spies uncovered the plan. With the same boats used to flee the British, he and his men
recrossed the river at Trenton, found the enemy, killed several officers, and captured more than nine
hundred prisoners. The surprise attack not only checked the British advance but helped restore
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morale to the rebels. The victory confirmed Washington’s leadership and the brilliance of his
military strategy, both vital to reinvigorating the American cause.

”%%Wﬂ#%ﬁiﬁﬁ 2 DOV T S H R T 0 7SR ST

LA Y SR 0 & R CHERS - B BN BTE) ?@j\  BIFEL e~ I#ﬂﬁﬁ HYBIR © PRI

;V%p A L ﬁﬁamﬁéw&%@ﬂ‘?ﬁﬁ’ﬁwEWﬁwfﬁmﬁjj’Vﬁ
%JJ I B o 2 O A SR T A o BTG RIE [ BB EY S > TR Eppusy X

wéjﬁw,—%%ﬁrﬁgﬁﬁﬂw+@oﬁ@ﬁ%ﬁﬁﬂ AR S0 30— §=

P ) IS SRS TRl -

“First in war, first in peace, and first in the hearts of his countrymen.”
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Obama’s Inaugual: “...with eyes fixed on the horizon and God’s grace upon us, we carried forth that

great gift of freedom, and dilivered it safely to future generations.” [~ I,Euﬁij‘:?a‘&iﬁ%‘ﬂlgﬁ IE'JiF%
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Film: “The Crossing” YRHEAZI

4b. Beniamin Franklin, 1862 [ jl #17 /HE
HIRAM POWERS [1805 - 1873] 7 ffj & &2

Although it displays clear classical influences in pose and posture, this larger-than-life-sized marble
statue of Benjamin Franklin has a naturalistic style. Hiram Powers’s contemporaries objected to
portraying historical figures in contemporary dress, but the sculptor chose to depict the founding
father accurately, in a realistic mid-18th century wardrobe—from his tricorne hat to his cotton hose.
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Franklin was internationally known for his book Experiments and Observations on Electricity of
1751, and the sculptor acknowledges this by having the standing Franklin rest his elbow on a tree
trunk scored by lightning.
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Neneteenth -century sculptors often depicted leaderes in classical Greek or Roman robes, reminding
viewers that American government had its roots in ancient Greece. eg. the Statue of Liberty
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7a. State Capitol, Columbus, Ohio, 1838 — 1861 ¥, 5/ [[r*'ft
THOMAS COLE [1801 - 1848] AND OTHERS 151 (i

As Americans became more politically active in the mid-1800s, legislators wanted to express their
identity in their statehouses. Like many new state capitol buildings, Ohio’s Greek Revival
statehouse recalled the birthplace of democracy. Construction—which took some 20 years to
complete—was also rife with politics among competing architects and designers. - «ff{elf[ 13 5L
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7b. The County Election, 1852 #[\:ZE 78
GEORGE CALEB BINGHAM [1811 - 1879] #{&

In this crowded composition, Bingham suggests the inclusiveness of democracy. Young or old, rich
or poor, all of the men gathered at the foot of the courthouse on Election Day appeared as equals.
The lack of a single dramatic focus emphasized the ideal that no one vote was worth more than
another.
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The story takes place in a small Midwestern town in the mid-nineteenth century, when the rituals of
voting were still taking shape. ﬁqﬁflij%ﬁiﬂ@ BETE IR ’*ﬁﬁ]ﬁﬂﬂ& S P, o

African Americans, who would not enjoy the right to vote until after the Civil War, and women,
whose right to participate would not be recognized for another seventy years.
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5b. Cover Illustration for The Last of the Mohicans, 1919 & f‘g’zﬂ@%ﬁﬂj i
N. C. WYETH [1882 - 1945] {3

N. C. Wyeth’s romanticized cover illustration for James Fenimore Cooper’s novel The Last of the
Mohicans did much to create an enduring image of the American Indian as a “noble savage.”
Though his depiction of Uncas as a formidable warrior—complete with bare chest, animal skin skirt,
and bow and arrow—departed from the author’s character description, it remained true to the
country’s fascination with its Native American heritage.
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“Noble Savage” ﬁ,ljfg JfuEEE & : from Jean Jacques Roussear’d{kz
Iiiscours sur I’origine de I’ingalite parmi les hommesﬁ% M I ER S ER ?} %ﬁf?@l 3
Du contrat social: ¢ 3’34% / On Goverment by John Locke
The illustrator was apparently inspired by Cooper’s character Uncas, Hawkeye’s faithful friend and
one of the last Mohicans:
At a little distance in advance stood Uncas, his whole person thrown powerfully into view. The
travelers anxiously regarded the upright, flexible figure of the young Mohican, graceful and
unrestrained in the attitudes and movements of nature.
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Literature: The Leatherstocking Tales by James Fenimore Cooper ~/ i % F{@J&—%
Film: “The Last of the Mohicans” -1y 5y
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6b. Catlin Painting the Portrait of Mah-to-toh-pa—Mandan, 1861/1869 & %] ﬂfl
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GEORGE CATLIN [1796 - 1872] ﬁ{rj il"H\ "q[i[j 2

George Catlin agreed with the resettlement policy. In his practical, yet sentimental values, he was
representative of the Jacksonian era, in which the United States, finally in control of the wilderness,
felt a wave of nostalgia for what it was about to lose. {f ﬁﬂ%ﬂﬁﬁﬁﬂj RIS * sk & po e
B

The openmouthed audience, who according to Catlin were aghast at his skill in capturing what
many Indians believed to be a part of the sitter’s spirit, is eloquent testimony to the artist’s ambition
and stunning accomplishment.
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8b. “Sans Arc Lakota” Ledger Book, 1880 - 1881 ¥ %[5% E%%‘%E
BLACK HAWK [c. 1832 - 1890] F!’# (Indian leader)

Black Hawk’s ledger book provides invaluable visual testimony to the nation’s Native American
heritage. His drawings revealed intriguing details of the Lakota people—from manner of dress to
social customs. In doing so, he captured a way of life fast disappearing as settlers moved West in
increasing numbers and tribes were moved to reservations.
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Black Hawk, a spiritual leader, had a vision dream, which William Edward Caton, the Indian trader
at the Cheyenne Agency in Dakota, asked him to record, offering fifty cents in trade for every
drawing he would make. Caton provided sheets of lined writing paper, colored pencils, and a pen.
Black Hawk produced seventysix drawings over the course of the winter and received thirty-eight
dollars in exchange, a sizable amount for the time.
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We know little about Black Hawk’s life after he produced these ledger drawings. He does not
appear in the records of the Cheyenne River Agency after 1889. Scholars believe he is the man
named Black Hawk listed among the followers of Big Foot, who were killed at Wounded Knee in
the newly formed state of South Dakota in December of the following year. FUBT f-hLH 594
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6a. American Flamingo,1838 = '} &
JOHN JAMES AUDUBON [1785 - 1851] 4

American Flamingo is one of the 435 hand-colored engravings that make up John James Audubon’s
monumental Birds of America, issued in four volumes between 1826 and 1838. = Y} &AL [s
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Bk HZ%J[F‘%—T“IH TEi  59100cm > iR E@”*%’Jﬁ%‘.'iﬁ—?’(elephant folio)!

His critical innovation was to thread wire through the specimen, allowing him to fashion a lifelike
pose.
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Audubon = environmental protection®p A+ 4 "2 = =15y 2R pY €17 e.g. National Audubon
Society
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5a. View from Mount Holyroke (The Oxbow), 1836 Zfifg] 1| 4
THOMAS COLE [1801 - 1848] 13- (i

Landscape paintings were especially well-liked in the 19th century, when urban dwellers viewed
rural life as a remedy for the problems of industrialization. Thomas Cole’s split representation of
the Connecticut Valley depicts the inherent conflict between wilderness and civilization that
characterized westward expansion
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On the hillside beyond the oxbow, Cole left a hidden message: the word Noah is roughly incised in
Hebrew letters, a code that read upside down spells out Shaddai, the Almighty.Noah: F%Etﬁﬂij » 7H
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8a. Looking Down Yosemite Valley, California, 1865 ({5 & 5 1%

ALBERT BIERSTADT [1830 - 1902] F=gl=h “Pﬁ

This large, panoramic landscape of the Yosemite Valley pulls the viewer into the dramatic scene.
Missing in the painting are any people—only a shroud of golden light breaks through the clouds. In
Bierstadt’s scenario, the viewer discovers that before so magnificent a landscape, human beings
dwindle to insignificance.
= RIZVEVER P & WO R pURSE > INEST REE Y
Some contemporary critics objected to these sensational devices, arguing that Bierstadt’s methods
made the picture look more like stage scenery than fine art—but this may in fact have been the
desired effect. In a time when few Americans had ventured west of the Mississippi, Looking Down
Yosemite Valley, California offered a welcome view of one of the natural wonders on the far side
of the continent. [F={%j; J}[en Tk BB RS - [l RO AR EJWT.@;?J?
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Bierstadt possessed an uncanny understanding of what Americans in his time wanted to believe was
waiting for them on the western frontier: a Garden of Eden blessed by God, untouched by civil war,
and holding the promise of a new beginning. LP@f 4?5 Eijf =l FIJ[WI Nk riij NLE ]
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9a. The Veteran in a New Field, 1865 % | I
WINSLOW HOMER [1836 - 1910] [ 4%

This image of a soldier returning to his farm after the Civil War refers to both the desolation of war
and the country’s hope for the future. While the farmer’s scythe called to mind the bloodiest battles
fought—and lives lost—in fields of grain, the bountiful crop of golden wheat could also be seen as
a Christian symbol of salvation.
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The farmer’s military jacket and canteen (with an insignia that identifies him as a former Union
soldier) lie discarded in the foreground, almost covered by fallen stalks of grain. ;E{Wé I ﬁiﬂ?ﬁ
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The “new field” of the title can’t mean this field of grain, which is obviously mature and ready to
harvest. It must refer instead to the change in the veteran’s occupatlon—whlch necessarily calls to
mind his previous activity on the battlefield. ¥} "’IE:“F'E esiz iy if‘ Pﬂ[rrlr[JiF%f[dE' IRl o
Because some of the bloodiest battles of the Civil War had been fought in wheat fields, fields of
grain, in popular consciousness, were associated with fields of fallen soldiers. =_[si[* [Hiif[ 175l 2 Hi5
SiEE St T HE R

F R R R E IR Fﬁ 9= ]/ o “A Harvest of Death.” %=1 1>
ﬁe image of a soldier returning to his farm would have reassured Homer’s audience that life went
on. The veteran appears to have set aside his Army training along with what remained of his
military uniform to harvest a field that once again yields the gift of golden wheat, which in
Christianity is a symbol of salvation. Even in the aftermath of the worst disasters, the artist seems to
say, life has the capacity to restore itself. %+ F‘AHT? JF1e VERL > & & T EL o

9b. Abraham Lincoln, February 5, 1865 [ fr’r}‘fzﬁ’ﬁﬂ (200th Anniversay)
ALEXANDER GARDNER [1821 - 1882] i 5|

Looking older than his 55 years, Lincoln seemed more like a regular person than a president in his
dark suit, white shirt, and crooked bowtie. Alexander Gardner, known for his candid photographs,
did nothing to flatter the president’s haggard features. Instead, he let Lincoln’s expression reveal his
weary and worried countenance during the last long weeks of the Civil War. ﬁﬁkﬁ jtfd%ﬁ%lj‘ » SBIT)
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What draws and holds our attention is Lincoln’s expression, which the poet Walt Whitman
described as “a deep latent sadness.” ET“ FLF*J@JI/ F*?M‘F“’ﬁi[%”[iﬁ puR (5" - from O
Captain! My captain! pfflﬂf‘,i?&p ﬂrjﬂw

10a. AUGUSTUS SAINT-GAUDENS [1848 - 1907] E'IH:T
Robert Shaw Memorial, 1884 — 1897 f{“gfrﬂz;al,gjmu

The Shaw Memorial, in Boston Common, depicts a resonant, courageous act of the Civil War, in
which the first regiment of African American soldiers recruited for the Union Army fought a
doomed battle on a South Carolina fortress. Although Colonel Robert Shaw, on horseback, is
prominent, the bronze relief is the first American memorial dedicated to individuals united for a
cause, rather than to a single military hero. Y& &1 2 SEPCRIFVER HFER; J@lﬁ[g = {Ep) -
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Colonel Robert Gould Shaw, the privileged son of abolitionist parents, who had given his life
fighting for the Union cause. FffiEy HAk > 7 =7 =" i”“ a‘j SLE ,[Bzﬁrurr L5

Shaw’s battalions were already weakened and exhausted W en they approached Fort Wagner on
July 18, after a grueling two-day march through driving rain. And as their commanding officer
would have known, the attack was doomed before it began. Nevertheless, Shaw rode into battle
flourishing his sword and shouting “Forward, 45! ” As he crested the ramparts, three enemy bullets
shot him down. ™ F /7 Hifq =™ Z By HIRM2TRE - ﬁ%r’srgﬂ-\t g o

Saint-Gaudens symbollzed this paradoxical military eplsode in which defeat gives rise to victory
with the winged figure that hovers in low relief above the soldiers; she carries poppies, traditional
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emblems of death and remembrance, and an olive branch for victory and peace. [l tnab )
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They entered battle like a sacrificial lamb. £ * ﬁi’ﬁ?ﬁ’ﬂ[lﬁ‘ﬁa{ P B £

More remarkable is the stoic procession of soldiers, portrayed not as cogs in the machinery of war
but as individuals participating in a moral crusade. =3 J 5 a1y ZHiT

The ragged uniforms of the recruits are each disheveled in a different way-not to undermine the
soldier’s gallantry, but to recall their long and dreary trudge to Charleston Harbor. #= #&# I | 5!
SNl Film: “Glory” A £CHS (T

15a. American Landscape, 1930 %;B«'HF*J
CHARLES SHEELER [1883 - 1965] f & =f it

This bucolic title belies the painting’s subject matter: a lone, anonymous figure dwarfed in an
enormous sea of factories. According to Charles Sheeler, factories had become a “substitute for
religious expression.” At the time of its creation, the painting was viewed as depicting the triumph
of American ingenuity. JFgH [ IIZPHIZS ORI BA D * % 2 R - ?“JE?JFE—;’J?EJ‘J = g o
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Sheeler coined the term “Precisionism” to describe this emotionally detached approach to the
modern world. Influenced by the mechanisms of modern technology, Precisionist art employs
sharply defined, largely geometric forms, and often gauges the landscape’s transformation in the
wake of industrial progress.
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American Landscape toys with our expectatlons In a painting of that title, we hope to find a
peaceful view of mountains and trees, or perhaps cottages and crops, in the manner of Thomas Cole
or Albert Bierstadt (see 5-A and 8-A). Instead, Sheeler gives us factories, silos, and smokestacks.
To achieve the impersonal effect of the mechanical image, he eliminated every sign of brushwork
and any other indication that the painting had been conceived by a distinct artistic personality and
made by hand. EyFBIAEER - By [RERPLSFAIR ~ = 5GE AT -> Pop Art

The stillness and silence of the scene impart an air of reverence traditionally associated with a place
of worship—or, in American painting, some awe-inspiring view of nature. But nature as a divine
presence is absent; it is industry, with its cold and indifferent factories, that prevails. ! ["E?@LP s 1
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20a. Cityscape I, 1963 1#5]] J@“FJJ/ 4
RICHARD DIEBENKORN [1922 - 1993] f#if I

In Richard Diebenkorn’s Cityscape I, the land and buildings are infused by the strong light of
northern California. The artist captured the climate of San Francisco by delicately combining shades
of green, brown, gray, blue, and pink, and arranging them in patches that represent the architecture
and streets of his city. R 1R{FH X g e e s wl

A painting, he wrote, “is an attitude. It’s like a sign that is hung up to be seen. It says this is the way
it is according to a given sensibility.” g kl— FEREE o w’jeijt@f[a{fﬁ LTI Y o AEE
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16a. House by the Railroad, 1925 il fiv 5 =
EDWARD HOPPER [1882 - 1967] %% &

As the railroad tracks rattle by a once-grand Victorian home, so intersect the themes of modern
progress and historical continuity. The painting’s bleakness suggests that Edward Hopper found
little to celebrate in America’s post-World War | urbanization. #r=" {gigis # =0 gt 53 i {ﬁik»ﬁf?
RS RSB AR

Artist Bio: Believing that American art should capture the character of the nation, Hopper rejected
European influences and instead chose to depict the modern life around him. He is known for his
unsentimental depictions of urban isolation, solitary buildings, and commonplace landscapes.
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Hopper’s central theme: the alienation of modern life. Zh [~ & 359! [~

From our curiously low viewpoint, the track appears to slice through the lower edge of the
structure—or, to regard it in a different way, to become part of the house itself, a new foundation
for American life.
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18a. The Sources of Country Music, 1975 FEff4&auayR
THOMAS HART BENTON [1889 - 1975] =24

Adorning the walls of Nashville’s Country Music Hall of Fame and Museum, this mural has five
distinct scenes depicting the music of ordinary Americans. It preserves an image of American
folkways that were rapidly disappearing, from barn dances to church spirituals to Appalachian
ballads. Benton was 85 when he painted this mural; it was his final work. ';Egﬁ%%fﬁif}*aﬁ’gﬁf@%%{ =
o U VRSB £ S« B R T S UHR - S B
7 The train itself was modeled on the Cannonball Special, driven and wrecked by Casey Jones, the
hero of an American ballad. &g [1fY FH [ﬁ]’ﬁﬁpgyﬁﬁ‘[‘%ﬁ g - kL ST Rl
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The engine, which may signify the positive as well as the negative aspects of American progress is
the only element of the complex composition that Benton felt he couldn’t get quite right. 1" E?*] 2
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12a. PORTRAIT OF A BOY 1890 — [filf}=5ifiu# i
JOHN SINGER SARGENT [1856 - 1925] |§§f:¢'ﬁ

11a. John Biglin in a Single Scull, ¢.1873 B‘Lffﬁﬁi‘%*}i— ﬁ
THOMAS EAKINS [1844 - 1916] # & =
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14a. THE BOATING PARTY, 1893/1894 fjﬁ FJ’F‘

MARY CASSATT [1844 - 1926] M [ih

From Japanese prints to French impressionism, Mary Cassatt’s work borrows from an international
range of influences. Yet her defiance of convention - studying art rather than taking the domestic
role expected of a 19th-century woman - reflects a distinctively American spirit of independence.
T EEARE ] FI’A?;‘:?F%:”@E#{%‘;?“’EH FETH -
To heighten the decorative effect, she flattened the scene, placing the horizon line at the top of the
composition in Japanese fashion. From our unusual vantage point, the three figures look like paper
dolls pasted on a vivid background.
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Cassatt’s many palntlngs of mothers with children invariably recall the Renaissance theme of the
Madonna and Child. Here, the woman appears enthroned in the prow of the boat, the child’s sun hat
encircles its head like a halo, and the man bows before them like a supplicant. {ﬁ:ﬁ fi {’EL‘%["EFEIEI
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11b. The Peacock Room, 1876 - 1877 % ey
JAMES MCNEILL WHISTLER [1834 - 1903] F{Z/i)

Commissioned by a wealthy Londoner to create a dining room suitable to display a strong Chinese
porcelain collection, James McNeill Whistler quickly imposed his individual vision on the project.
Although the project generated quarrels over looks and price, today it stands as a unique testament
to the power of beauty and art from several cultures.
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13b. AUTUMN LANDSCAPE—THE RIVER OF LIFE, 1923 — 1924 ?FFJ—% HAHJ/
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LOUIS COMFORT TIFFANY [1848 - 1933] =& pARut&E a7/ |

The son of the founder of the New York jewelry store that bears his name, Tiffany turned his
training as a painter to the medium of colored glass. He filled American mansions and buildings
with luminous windows, screens, and decorative items. As an American in the aesthetic movement,
he was one of several who worked to introduce art into everyday life. Tiffany said his primary
consideration was always simply “the pursuit of beauty.”
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16b. Fallingwater, 1935 - 1939 &< [
FRANK LLOYD WRIGHT [1867 - 1959] 1 [ i iff (4

How can one enjoy a civilized life within nature? Frank Lloyd Wright responded with American
ingenuity to create one of the most original and groundbreaking buildings in modern architecture.
The dwelling is suspended above a waterfall and nestled into a mountainside, blending modern
conveniences with views that make it appear to be a part of nature itself. %ﬁ”i%]gf NS
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Fallmgwater was commissioned by Edgar J. Kaufmann, founder of a prominent Pittsburgh
department store. Wright studied the site from every point of view before making the audacious
proposal to build the house on the side of the cliff. U* 2% [2F1 €7 * i | M A AR ] 5 R
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The waterfall itself would be invisible from the interior but wholly integrated into the plan, with a
stairway from the living room giving direct access and the rush of falling water always echoing
through the house.
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Deeply recessed rooms, fieldstone interiors, and unusually low ceillings create the impression of a
cave - a private, sheltered space within the natural scheme of things. [*|[HIF 5] ~ # Bap Jt?[ﬁ;e .
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12b. Allies Day, May 1917, 1917 [{H/|!
CHILDE HASSAM [1859 - 1935] pﬁ e

When America officially entered World War I, the nation largely regarded it as cause for support
and celebration. Along New York’s Fifth Avenue, flags of the allied nations were hung in a
welcoming gesture, creating a patriotic pattern of red, white, and blue. Childe Hassam prominently
placed the American flag, affirming his belief that America was now engaged in a morally
imperative “fight for democracy,” as he put it, throughout the world.
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If Allies Day portrays a historic occasion and symbolizes the nationalistic temper of the times, it
also offers a telling description of landmarks on Fifth Avenue, known at the time as Millionaire’s
Row. ...the flag paintings transcend the pageantry to express Hassam’s conviction about the moral
and financial supremacy of the United States.
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Hassam may have featured the two ecclesiastic structures—particularly Saint Thomas, constructed
in the Gothic-revival style, which gleams in the sunlight—in order to suggest that the new alliance
of the U.S. with the Old World nations of Britain and France had even won divine approval.
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18b. Migrant Mother, 1936 jff.yUpy=) Bl
DOROTHEA LANGE [1895 - 1965] /4=t

This iconic photograph of a 32-year-old impoverished mother and her three children does not show
a single detail of the destitute pea pickers’ camp where they lived. Still, it evokes the uncertainty
and despair resulting from continual poverty. Featured in newspapers nationwide, this photo and
others from the camp shocked America’s conscience and spurred the federal government to ship
20,000 pounds of food to California migrant workers.
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The Great Depressron was especrally hard on farmers. They not onIy suffered through the national
economic crisis but endured a string of natural disasters, including floods and dust storms that
devastated their crops and destroyed their livelihoods. g = |[f f Eﬁ PR A LIRS,
Laborers were leaving as she arrived, for late-winter rains had destroyed the pea crop, and with it
every opportunity for work. But just inside the camp, she found a careworn woman with several
unkempt children resting listlessly in a lean-to shelter. As Lange was later to learn, the family was
immobilized: after days of living on frozen vegetables taken from the fields, they had sold the tires
from their car to buy food.
SR SE BRI T OV AP R LT R

..It was unconscionable that the workers who put food on American tables were themselves starving
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With the mother at the center of a classmally triangular composition and two small heads on either
side, the image bears the iconic emotional and symbolic character of a classical monument or a
Renaissance Madonna.
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19a. Freedom of Speech, The Saturday Evening Post, 1943 F,WUE A fﬁﬁ ﬂpﬁgjﬁ
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NORMAN ROCKWELL [1894 - 1978] r?[ ) ﬁﬁr R
With America fully engaged in World War 11, President Roosevelt’s administration blanketed the
nation with messages about four essential human freedoms at the core of democracy. The messages
failed to gain traction until Norman Rockwell put them into portraits. This painting, the first of the
four, helped spur the nation to action. More than one million people saw Rockwell’s works during a
nationwide tour, which helped to sell more than $133 million in war bonds. ‘| 5 fEEy ~ K[ |
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The warm, light tones of the speaker’s skin glow against the matte black chalkboard in the
background, giving him a larger-than-life, heroic appearance. The work also exudes a sense of
immediacy. A snapshot effect is achieved by the inclusion of fragmented forms at the painting’s
borders (the one on the left is Rockwell’s own).
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The Cold War beglns (1945-1964) h
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15b. The Chrysler Building, 1926 - 1930 & =ity
WILLIAM VAN ALEN [1883 - 1954] /¥

The competitive climate of 1920’s Manhattan drove the creation of this building, which ultimately
surpassed even the Eiffel Tower in height. Van Alen made it distinctive through inventively applied
Art Deco design, using machine-age motifs such as hubcaps and radiator caps, and American eagle
heads in place of traditional gargoyles.
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To make the Chrysler Building distinct from others of its kind, Van Alen chose motifs appropriate
to the machine age, particularly the automobile. The spire’s gleaming stainless steel cladding calls
to mind the polished chrome of a brand new car. Stylized American eagle heads protrude from
some corners of the building in playful reference to the gargoyles on Gothic cathedrals. Other
corners are embellished with the winged forms of a Chrysler radiator cap. One ornamental frieze
incorporates a band of hubcaps. ;l:TE 057 S B F U R 5 SO Jl?fl‘l'ﬁ
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Elhe most spectacular features of the grand lobby are the elevator doors, adorned in brass and
marquetry (decorative inlays on a wood base) with the lotus flower motif. The discovery in 1922 of
King Tutankhamen’s tomb had unleashed anenthusiasm for archaic and exotic cultures, and the
Chrysler Building was designed at the height of this mania for all things Egyptian. %,""thl'iﬂ{ﬁtliik
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13a. Brooklyn Bridge, New York, 1929 /%%l ﬁfrﬁ
WALKER EVANS [1903 - 1975] H:+ 27

The Brooklyn Bridge was hailed as a marvel of American engineering ingenuity. When it was built
in 1883, its two towers were the tallest structures in the Western Hemisphere. Photographer Walker
Evans turned its bold form and sweeping lines into a classic American image, both an icon of
modernity and a monument that belongs to history.
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In this photograph, the enormous piers and arches are shown through a web of steel cables. The
only immediately identifiable element in the composition is the lamppost on the right, which gives
the picture a sense of scale.
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This clever calculation includes no sign that the Brooklyn Bridge serves any practical purpose.
Normally vibrant with the commotion of twentieth-century transportation, the thoroughfare here
appears quiet and eerily depopulated, an object meant to be appreciated only as a work of art.
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...the heavy forms and medieval-style piers and arches recall the gates of an ancient fortress, while
the pattern of steel cables h|nts at some untried, futuristic technology
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14h. Brooklyn Bridge, ¢. 1919 — 1920 ﬂj,'é'}'ﬂa ﬁ?ﬁ‘ﬁ
JOSEPH STELLA [1877 - 1946] 53%5plIE5 b

To Joseph Stella, this structure was the “shrine containing all the efforts of the new civilization of
America.” His Futurist rendition of the Brooklyn Bridge was inspired by a night alone on its
promenade, surrounded by New York’s noises and pulsating colors, feeling both hemmed in and
spiritually uplifted by the city.
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To Joseph Stella and other progressive artists of the early twentieth century, the timeworn
conventions of European painting seemed powerless to convey the dynamism of modern life.
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abstract pattern of line, form, and color that evokes an idea of the bridge rather than faithfully
describing it. Yet, as one critic observed, Stella’s interpretation seemed “more real, more true than a
literal transcription of the bridge could be.
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a visual way of showing transcendence in a secular world.
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19b. Selma-to-Montgomery March for Voting Rights in 1965 382 5 8 L F[[=17V
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JAMES KARALES [1930 - 2002] -f &=
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Karales’s photograph of this event captured the spirit and determination of civil rights workers
during those tense and dangerous times. As though in defiance of the oncoming storm, four figures

at the front of the group march in unison and set a brisk, military pace. In the center of the
photograph, the American flag, a symbol of individual freedom and Constitutional rights... |! [szﬁi‘
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17a. The Migration Series, no. 57, 1940 - 1941 &LtEE7]|
JACOB LAWRENCE [1917 - 2000] Hi Réfiiy=r

“I always wanted to be an artist but assumed I’d have to work in a laundry,” Lawrence once said.
Fortunately the thriving 1920 Harlem arts community and artists such as Charles Alston and
Augusta Savage helped nurture him into one of America’s premier Black artists. F,UEE!EI’[’EE?F: iN]
%f%fﬁléﬁ’?{ﬂiﬂﬁﬁ‘ﬁfﬂﬁﬁd/%fﬁﬁ@ET’L@’?H&J%T[ ~ w34 Both she and the artist’s father had
“come up”- a phrase used to indicate one of the most important events in African American history
since Reconstruction: the migration of African Americans out of the rural South. This exodus was
gathering strength at the time of World War I, and fundamentally altered the ethnic mix of New
York City and great industrial centers such as Chicago, Detroit, Cleveland, and Pittsburgh.
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The Migration Series was painted in tempera paint on small boards prepared with a shiny white glue
base. %

17b. The Dove, 1964 ﬁ%%
ROMARE BEARDEN [c. 1911 - 1988] F#21{

Created during the heart of the Civil Rights Movement, this collage depicts a bustling city
neighborhood with a serene bird at its center. It also marked a new artistic direction for Romare
Bearden, who for the remainder of his career continued to create collages often referred to as
“visual poetry.” I‘Eﬁ,?&?%”fyl HE“T": %’ﬁépfjﬁfjv@' ¥ ﬁpﬂﬁﬁﬁﬁéthﬁ}ﬂ JEKJ%E;“[T_&%E‘ i#7In the
early 1960s, artists were reinventing collage (from the French term “to glue”), a technique that had
been popular in Europe in the early twentieth century. It is a medium that encourages the freedom to
improvise, and Bearden, who loved and composed jazz, incorporated the rhythms and syncopations
of that musical style into his collages. iiﬁﬁﬁafi?iﬂiii"zoch[%’ilﬁ P TS BB T [H?‘)E@ﬁ’]?}%r
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20b. Ladder for Booker T. Washington, 1996 & ,{ﬁmﬁﬁ' FOEIRUAS
MARTIN PURYEAR [1941 -] 7(/82

The artistic metaphor of a ladder not easily climbed dovetails with the contradictions in the legacy
of slave-turned-educator Booker T. Washington. The title of Washington’s autobiography, Up from
Slavery, is a direct reference to his ascent to a richer existence, both materially and psychologically.
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Washington was an eminent but controversial leader of the African American community, born into
slavery but later rose to prominence as the founder of Tuskegee Institute in Alabama. He insisted:
“When the student is through with his course of training, he [should go] out feeling that it is just as
honorable to labor with the hands as with the head.” , and thought that blacks need to establish
economlc independence before demanding civic equahty [ B EEEEAY F’H B FURE -
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IZFW. E. E DuBois: First Black to earn a HarvarJ Ph.D. / 2 7t§iBooker T. Washington:
honorary Harvard Ph.D.
The association of ladders with ambition, transcendence, danger, faith, and salvation, deeply woven
into the Judeo-Christian tradition, was certainly a vital part of the educational leader’s life. R[]
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The spiritual “We Are Climbing Jacob’s Ladder” was one of Washington’s favorites (it was also
sung by the Freedom Marchers from Selma to Birmingham, see 19-B). “Z {12 @ *F‘ﬁ\ﬁy}iﬁl
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