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o the surprise of many visitors, the interior of the
United States Capitol abounds in magnificent art that
rivals its exterior architectural splendor. The fine art
held by the U.S. Senate comprises much of this treasured
heritage. It spans over 200 years of history and contains
works by such celebrated artists as Augustus Saint-Gaudens,

Hiram Powers, Daniel Chester French, Charles Willson Peale,

Gilbert Stuart, Walker Hancock, and Alexander Calder. The
United States Senate Catalogue of Fine Art represents the first
comprehensive effort to illustrate and interpret this rich trove
of paintings and sculptures.

For the benefit of serious art historians and art enthusi-
asts in general, this volume provides previously unpublished
information on the 160 paintings and sculptures in the U.S.
Senate. Each work of art—from portraiture of prominent sen-
ators to scenes depicting significant events in U.S. history—is
illustrated with a full-page color photograph, accompanied
by an essay and secondary images that place the work in his-
torical and aesthetic context.

The Senate’s art continues to grow and evolve. Its most
recent acquisitions are documented here for the first time. Also
featured in this catalogue is the Senate’s oldest tinuing art

collection, the Vice Presidential Bust Collecti vhich honors

those individuals who have served as president of the Senate.

In his introductory essay, art historian and principal au-
thor William Kloss ° mparative perspective on the
collection as he discusses the highlights of the Senate’s art.
Compiled by Senate Curator Diane K. Skvarla, this publica-
tion is the definitive new resource on the fine art in the

United States Senate.
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Eye: The Art of Trompe 1’Oeil; This Tranquil Land.:
Hudson River Paintings; Samuel F.B. Morse; The
Figural Images of Theodore Robinson; Modern
American Realism; and Art in the White House: A
Nation’s Pride. He has served on the Committee for
the Preservation of the White House, a presidential ap-

pointment, since 1990.

Diane K. Skvarla has been Senate curator since
1995. She directs the U.S. Senate’s museum program,
including preservation and restoration projects, and
various educational endeavors. She began her career in
the office in 1979, first as museum specialist, then as
associate curator. She organized the Senate’s bicenten-
nial exhibition, “A Necessary Fence. ..: The Senate’s
First Century,” and the accompanying publication and
poster exhibit, which won awards from the Society for
History in the Federal Government and the American

Association for State and Local History.
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Foreword

t's happened to both of us many times. We’ll be walking through

the Capitol building with a group of visitors who appear awestruck

by the incredible works of art all around them. Invariably, someone

will ask, “How long did it take for you to stop being stunned by

all of this?” We tell them the truth: No matter how many times
you walk through the Capitol, you never stop being amazed by its beauty
and awed by its grandeur.

The United States Capitol—“the People’s House”—is many things.
It is an internationally recognized symbol of freedom and democracy, a
major tourist attraction, and a hectic workplace bustling with senators
and their constituents, staffers, visiting dignitaries, children on field trips,
journalists, and an amazing assortment of others. What some people don’t
realize is that the Capitol is also a remarkable national museum. Painted
on its walls and ceilings, carved into marble, molded from metal, and
hung along its walls are extraordinary works of art by many of America’s
greatest artists—from Gilbert Stuart, the renowned 18th century painter
whose portraits of George Washington have become American icons, to
Alexander Calder, the 20th century artist famous for his massive kinetic
sculptures. It is also home to works by many other famous artists—from
portraitists Thomas Sully and Rembrandt Peale, to sculptors Thomas Craw-
ford, Augustus Saint-Gaudens, and Walter Hancock.

This catalogue marks the first time in its more than 200-year his-
tory that the United States Senate has showcased its entire art collection
in a publication. As senators, members of the Senate Commission on Art,
and as Americans, we are proud to share it with you. We are also grateful
to the dedicated Senate staff who worked for years to produce it. Our
hope is that, through this catalogue, we can share the Senate’s treasures
with citizens of America and the world who cherish the values of freedom
and democracy that are depicted so powerfully in the works of art on
these pages and seen throughout the Capitol. If you visit the Senate, we
urge you to use this catalogue as your guide to the priceless and beau
tiful symbols of our national heritage that you will see. If you are unable
to visit the Capitol, we hope this book will enable you to enjoy the art
of the Senate on your own.

In 1855 a brilliant, 56-year-old painter named Constantino Brumidi—
an ITtalian immigrant who has been called “America’s Michelangelo”™—
began decorating the walls and ceilings of the Capitol. He was still at
work on the project 25 years later when he died. He is reported to have
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said, “My one ambition and my daily prayer is that I may live long enough
to make beautiful the Capitol of the one country on earth in which there
is liberty.” As diverse as the works in the Senate art collection are, they
are all creations of men and women who love America and the princi
ples for which this nation stands. Their love, combined with their stun
ning artistic mastery, is why we have never stopped being in awe of
the beauty of this building—and likely never will.

We are proud to share these works with you. We hope you will
enjoy them and be inspired by them, as are the millions of people who
visit the Capitol each year.

The Honorable Tom Daschle The Honorable Trent Lott
Majority Leader, United States Senate Republican Leader, United States Senate
Chairman, Senate Commission on Art Vice Chairman, Senate Commission on Art
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Preface

n both my roles as executive secretary of the United States Senate
Commission on Art and as secretary of the Senate, it is my priv
ilege to present the United States Senate Catalogue of Fine Art.

This catalogue highlights 160 works of fine art in the Senate.

Representing the Senate’s first comprehensive effort to publish
the complete history of these paintings and sculptures, it follows in
the century-old tradition of Glenn Brown’s History of the United States
Capitol, an exhaustive 1900 study of the building’s art and architec
ture, and Charles Fairman’s 1927 publication, Art and Artists of the
Capitol of the United States of America.

The United States Senate Catalogue of Fine Art builds on these and
other publications, and provides extensive new documentation, vintage
photographs, and color images of each work of art. The volume pres
ents detailed information on both the subject and the artist, as well as
acquisition data and curatorial critique. It is a significant resource for
those interested in the history of the Senate and the heritage of its art.

Many individuals were involved in the project, and they are all to
be commended for their tireless efforts. The curator’s acknowledgments
provides an extensive list of individuals and institutions whose work is
appreciated and, beyond that, whose dedication has created a treasure.

The Senate Commission on Art’s jurisdiction encompasses paint
ings and frescoes, sculpture, historic furnishings, architectural features
of historic importance, and memorabilia. The Commission is composed
of the Senate leadership: the majority and minority leader, president pro
tempore, and chair and ranking member of the Senate Committee on
Rules and Administration. Working together, they have placed a high
priority on conservation and preservation, along with the acquisition of
Senate-related artifacts, and the commissioning of appropriate works of
art for display in the Capitol. Each of them has helped make this book
possible. We thank them.

I have been privileged, as have other secretaries of the Senate, to
serve the Commission as executive secretary. And in my role as secre
tary, I know that this catalogue is a collaborative work of the Senate
Commission on Art and the Senate’s Office of the Curator. The curator
is responsible for the day-to-day care and protection of the Senate’s col
lections and implementation of the Commission on Art’s authority and
direction. The professionals in the Curator’s Office have a challenging
task—to provide the high standards of museum care in a building that
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Second floor corridor, Senate wing.
(Maroon Photography, Inc. 1993)
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serves as the working seat of the legislative branch of government, a
building that receives millions of visitors each year.

Senate Curator James R. Ketchum made great strides during his
quarter-century tenure, including the restoration of the Old Senate and
Old Supreme Court Chambers. The present curator, Diane K. Skvarla, directs
a curatorial staff that continues an extremely professional program, focusing
on the care, preservation, and interpretation of the collections.

Special appreciation must be extended to the Government Printing
Office, our printing partner once again. The GPO shared many of the
long days and nights that the curator’s staff spent to bring this catalogue
to the citizens of the United States. I recommend that each reader of
this volume spend time with the curator’s acknowledgments. The list is
long, but this book could not have been completed without the col
laboration of all.

In March 1965, Senate Majority Leader Mike Mansfield addressed
the Senate on a matter that he considered most disturbing. In firm, strong
tones, he warned his colleagues that “the priceless benchmarks of our
society and its history which have been entrusted to us for safekeeping”
stood in danger of loss through neglect and indifference. Asserting that
“Congress has a responsibility to see to it that they are passed along
unscathed and undiminished,” he reminded members: “These paintings,
books, furniture, statues and other historic items belong to all genera
tions of Americans, past, present, and future. Their preservation is a
responsibility which cannot be taken lightly, for once marred, lost, or
destroyed they can never be replaced.”

In 1968 the Senate established the Senate Commission on Art and
gave it the responsibility to “supervise, hold, place, protect, and make
known” all works of art and historic objects in the Senate wing of the
U.S. Capitol and Senate office buildings. I am ever mindful of this
directive, and I seek to ensure that the Senate’s works of art are, in
the words of Senator Mike Mansfield, “passed along unscathed and
undiminished” for future generations to enjoy. To the senators, officers,
and staff who have helped preserve this unique collection, T owe special
thanks and gratitude.

The Honorable Jeri Thomson

Secretary of the Senate and Executive Secretary
to the Senate Commission on Art
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Where History Meets Aesthetics: Reflections
on the Art in the United States Senate

by William Kloss

he art in the U.S. Senate was acquired principally for its

public, patriotic, and commemorative characteristics. Not

conceived as a conventional art collection, the Senate’s art

instead was intended to serve a grander purpose. It was

to commit to posterity the persons and events of our national
history, centered upon the institution of the Senate and on the founding
of the Republic. Not surprisingly, portraits are a prominent feature of
the collection.

Precisely because the Senate’s art collection was formed for set
purposes of state, of honoring individuals, and decorating the most impor
tant government building, it may be seen as a paradigm of public art
in the United States. Although the collection has many 20th-century
works—some quite modern in character—it is overwhelmingly a 19th-
century collection. As such, it reflects the political and artistic values of
the century during which the American legislature defined itself and began
to redefine America’s place in the world.

A Review of the Collection

Today, the visitor to the Capitol finds an impressive array of art
within the building. Ceremonial rooms, private offices, hallways, and the
legislative chambers are filled with a diverse collection of paintings and
sculptures. A tour of the Senate wing might begin with the Old Supreme
Court Chamber, the first significant room to be completed. The space
originally served as the Senate Chamber from 1800 to 1808. Architect
Benjamin Henry Latrobe proposed extensive modifications to the area
in 1807, which included moving the Senate to the second floor and con
structing a chamber for the Supreme Court on the ground floor. It is one
of the finest examples of Latrobe’s extant work in the Capitol, small but
imposing in its gravitas, in its evocation through classical architectural
language of the fundamental activity of the Court: weighing legislation
against the Constitution’s precepts to create an authoritative foundation
for the body of law.

Sculpture

In the Old Supreme Court Chamber, Justice (1817) by Carlo Franzoni
is one of the earliest works of permanent decoration. The neoclassical

style was still dominant in Europe and the young Italian artist brought
it with him to America, where it met with wide acceptance. With the Justice
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style came the iconographic system of allegory and symbol so well suited
to it and so well understood by educated Americans of the time. With
expository directness, Franzoni’s figures and their attributes leave little
doubt about their essential meaning—Justice—even for the modern viewer
unaccustomed to the language of symbol. Franzoni died shortly afterward,
and no native American sculptor had yet appeared. However, around
1820, a young stonecutter named John Frazee, recently arrived in New
York City, saw a cast from an ancient classical sculpture in the American
Academy of Fine Arts. Applying to John Trumbull, president of the
Academy, for instruction in sculpture, Frazee was told that “there would
be little or nothing wanted in this branch of art, and no encouragement
given to it in this country, for yet a hundred years!”! Undeterred and with
only limited guidance, Frazee became the young nation’s first sculptor
in marble, and one of his finest works—a bust of Supreme Court Chief
Justice John Jay—soon appeared beside Franzoni’s Justice.

In this venerable room, mounted on marble brackets placed against
piers, are busts of the three men confirmed as the earliest chief justices
of the Court. These busts are also the three earliest portrait sculptures
in the Senate, which may be evidence of the meteoric rise of the prestige
of the Supreme Court under Chief Justice John Marshall. The busts, pre
senting three contrasting styles in American sculpture in the 1830s, are
John Frazee’s Jobhn Jay (1831), Hezekiah Augur’s Oliver Ellsworth (ca. 1837),
and Hiram Powers’s Jobn Marshall (1839). The prominence of portrait
sculpture in public civic centers typifies the western tradition since Greco-
Roman times. In America, it is certainly a manifestation of the continual
reference to the Roman Republic as the prototype of the American
Republic. Because the significant personages of ancient Rome were usually
carved in marble, and because Roman sculptural decoration was often
an integral part of public architecture, portraits in sculpture must have
seemed, instinctively, to have been the proper medium for the principal
building of the American Republic.

Frazee’s excellent bust of John Jay is resolutely neoclassical, both
in style and conception, fusing the distinctive Roman formal traits to an
equally Roman projection of intellectual and moral character. The little-
known Augur is one of those unique American artists whose lack of
formal training seems to have liberated them in their manner of inter
pretation. His likeness of Oliver Ellsworth exhibits an exaggerated but
memorable naturalism—he looks like a provincial Laurence Olivier—
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combined with a harsh stylization, which might be called New England
neoclassicism. Powers, the last of the trio, succeeded admirably in one
of his first important commissions. He modeled a movingly naturalistic
head of Marshall in the last year of his 34-year tenure as chief justice,
carving it in stone in Italy. Powers placed the head on a bust draped
simply and symmetrically in the neoclassical manner. The combination
of modes is similar to Augur’s but far more sophisticated, and it ranks
very high in American portrait sculpture. All of these works thoroughly
embody the dignity of the office they represent; they were an auspi
cious beginning for the Senate’s art collection.

Three portrait busts from the 1870s present a very similar range of
choices. The portraits are Charles Calverley’s Lafayette Foster (1879), Martin
Milmore’s Charles Sumner (1875), and Augustus Saint-Gaudens’s Roger
B. Taney (1876=77). The most surprising is Calverley’s remarkable neo
classical bust of the acting vice president after Lincoln’s assassination.
Though carved long after the heyday of neoclassicism, the style is not
reactionary, because in Calverley’s hands, it is so perfectly suited to the
character of the sitter as perceived by the artist. There is not an ounce
of interpretative or stylistic rhetoric in this work, nor is it an arid stylistic
exercise. It is an utterly authentic sculpture by an artist who may deserve
greater appreciation than he has received.

In his bust of Charles Sumner, Milmore (like Powers) perched a nat
uralistic head atop neoclassically draped shoulders, but the combination
is unpersuasive. The head, however, is so expressive of the passionate
nature of the antislavery senator that it triumphs over the toga. The bust
of Taney by Saint-Gaudens (based on a likeness by William Henry Rinehart)
may also be compared to Powers’s Marshall in its naturalism and in its
frontal symmetry, but Saint-Gaudens has exchanged neoclassical drapery
for modern dress and blank eyeballs for drilled pupils that accentuate
the realism of the head. More significantly, Saint-Gaudens imbues Taney’s
features with an introspective, emotional character, approaching the intense
pathos of the painted portraits by Thomas Eakins in the last decades of
the century. The Taney and Marshall busts can be easily compared by
visitors to the Capitol since they are both located in the Old Supreme
Court Chamber.

Among the best-known American sculptures of politicians is a pair
of small, full-length bronzes of Daniel Webster and Henry Clay, the two
great “persuaders” of the Senate during the second quarter of the 19th

AL D
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century. Modeled by Thomas Ball in 1853 and 1858 respectively, they
are located in the second floor corridor leading from the Old Senate
Chamber toward the new Chamber. No senators have been more written
about or more deservedly so. Their oratorical powers fascinated public
and politicians alike. So, apparently, did their cranial characteristics,
due to the public’s fascination with phrenology—the then-popular study
of the conformation of the skull as indicative of mental faculties and
character. Oliver Dyer, in his 1889 recollections of great senators he
had known, wrote of Clay:

The effect of Clay’s oratory was much enhanced by the peculiar conformation of
his forehead and that portion of his head which lay above it. His perceptive organs
projected far out, the crown of his head was unusually high, and a grand curvilinear
line swept from the frontal sinus between his eyes
to the apex of his head. This peculiar conforma
tion gave him a commanding, eagle-like, soaring
expression which, in combination with his
glowing features, his blazing eyes and his fiery
eloquence, sometimes excited the beholder’s
imagination until he seemed to be rising in the
air with the orator.?

The massive head of Webster never
ceased to fascinate the public. And Dyer,
writing of this “last and greatest personage
of whom I have to treat,” expounded fully
upon it:

Webster’s head was phenomenal in size, and
beauty of outline, and grandeur of appearance. . ..
His brow was so protuberant that his eyes, though
unusually large, seemed sunken, and were
likened unto “great burning lamps set deep in the

»

mouths of caves.” But large as his Perceptive
organs were, his Reflectives bulged out over them.
His causality was massively developed; and his
organ of comparison, which was larger even than
his causality, protruded as though nature, in
Daniel Webster building Webster’s head, having distributed her
superabundant material as well as she could,
found at the last that she had such a lot of brain matter left on hand, that, in despair,
she dabbed it on in front and let it take its chance of sticking; and it stuck. The
head, the face, the whole presence of Webster, was kingly, majestic, godlike.?
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After completing Webster and before commencing Clay, Ball trav-
eled to Ttaly to further his knowledge of sculpture. Coincidentally, just
at that time (1855-56), the Italian sculptor Francis Vincenti was engaged
on decorative work in the Capitol extension. Given the significant oppor-
tunity to model and then carve the portrait busts of two venerable vis-
iting American Indian chiefs, Be sheekee (or Buffalo) and Aysh-ke-bah-
ke-ko-zhay (or Flat Mouth), he proved himself a sculptor of high ability.
Although Vincenti today remains a tantalizingly obscure figure, his two
busts rank with the finest 19th-century portraits of Native Americans.
Forceful in their characterizations and skillfully elaborate in their detailed
headdresses, they are among the exceedingly rare portrait sculptures
of the first Americans.

By the time Hiram Powers finished his full-length statue of Ben-
jamin Franklin in 1862, a quarter of a century after his bust of John
Marshall, he was at the height of his fame—and his $10,000 fee reflected
his success. The statue is important because it shows Franklin in con-
temporary rather than classical Roman clothing. Only in his less
frequent full-length figures did Powers abandon the neoclassical
drapery with which he always clothed his marble busts, whether
of ideal or real subjects. The large format and contemporary
costume allowed Powers to infuse the portrait with a complex
and humanized personality.

After the Senate had settled into the new Chamber in the
north extension of the Capitol, after the Civil War had ended
and the upheaval of Reconstruction had passed, after the Cen-
tennial celebration in Philadelphia, the senators at last turned
their attention to the empty niches on the upper walls of the
large room and to the commissioning of sculptures of past vice
presidents to fill them. The earliest of these subjects, of course,
had to be modeled and carved posthumously, like Powers’s
Franklin. Always a problematic project for an artist, the first two
vice presidents received unequal treatment. The bust of the
second vice president, Thomas Jefferson (1888), carved in Rome
by Moses Ezekiel, is very successful technically and is conceived
in large forms that project well in the Chamber. On the other
hand, although Ezekiel’s model for the likeness, whether a sculp-
ture or a painting, has not been surely established, it seems clear

s
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Jobn Adams

Henry Laurens

that the absence of a live sitter resulted in a slightly awkward portrait
that does not look quite like any other Jefferson.

However, the comparison of this bust with that of the nation’s first
vice president, John Adams (1890) by Daniel Chester French, makes clearer
French’s achievement. The bust conveys the intelligence and resolution
of the man who presided over the Senate in New York and Philadel-
phia, and whose deciding vote against a 1794 bill to suspend commerce
with Great Britain helped to prevent war. If French’s Adams (in a niche
above the vice president’s chair) looks rather more genial and animated
than Adams customarily did, it may perhaps be due to his model: Gilbert
Stuart’s portrait of Adams as president, begun in 1798 (National Gallery
of Art, Washington, D.C.).

Paintings

Although the paintings in the U.S. Senate are less prominently dis-
played in the public spaces than the sculptures, they include some of
the oldest and most significant pieces in the collection. One painting
worthy of close attention is the somber portrait of Henry Laurens (1781
or 1784), painted when he was a prisoner in the Tower of London by
the English artist Lemuel Francis Abbott. The eventful life of Laurens
exemplifies the powerful conflicts felt by loyal British subjects in America
at the time of the Revolution. He had seen his Charleston, South Carolina,
home ransacked during protests against the Stamp Act (he was wrongly
suspected of possessing stamped paper). Then he had served in the
Continental Congress, becoming its second president. Laurens sailed
for Holland to negotiate a treaty with the first European nation to rec-
ognize the sovereignty of the United States, but his ship was taken by
the British, and he was imprisoned as a traitor to England. While in
captivity, he issued two pro-British petitions yet also commissioned this
portrait in which he proclaimed (in the letter he holds) his determi-
nation “in the last event to stand or fall with my country [Americal.”
Knowledge of this personal history lends resonance to Abbott’s strong
portrait, sparking our appreciation for a time when soaring hopes were
dogged by uncertain dangers and patriotism was not a simple reflex
but a dauntingly complex decision.

It was George Washington, as president of the fledgling govern-
ment in Philadelphia, who in effect selected the first architect of the
projected Capitol building in the new capital of Washington, D.C., and
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it was he who laid the cornerstone. Although Washington was to
die before the Capitol came into use, he would be prominently
commemorated in the building. Ultimately, he would soar over
the entire structure in Constantino Brumidi’s huge painting of |
Washington’s Apotheosis that fills the great dome of the Rotunda. |
But other paintings of the Father of His Country would enter
the Capitol during the 19th century, and two of Gilbert Stuart’s

replicas of his canonical “Athenaeum” head of Washington—the \\@
life portrait painted in April 1796 in Philadelphia—were among \:l‘\‘;‘\
them. These fine examples are known as the Chesnut and the Pen-
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nington portraits. The two Stuarts in the Senate’s collection exhibit con- - T@g ®

siderable differences, showing how Stuart could vary his formula in the
The Apotheosis of Washington by Constantino
Brumidi, 1865.

Of the Sltter (Architect of the Capitol)

Stuart lamented that he had been unable to get the president to

replicas, perhaps trying to inject them with conjured life in the absence

unbend, even to smile, on this occasion. He is said to have tried “to
awaken the heroic spirit in [Washington] by talking of battles.” He had
even recklessly remarked: “Now, sir, you must let me forget that you
are General Washington and that T am Stuart the Painter,” which elicited
the response, “Mr. Stuart need never feel the need of forgetting who he
is, or who General Washington is.”* Stuart—whose conversation delighted
many sitters, John Adams among them—failed utterly to engage the first
president. Nonetheless, the occasion resulted in the most famous por-
trait in American art history, one that Stuart replicated dozens of times
in the remaining 30 years of his life, since it was a proven moneymaker
and Stuart was chronically in debt.

It has been asserted ad nauseam that the president’s impassive reserve
in this portrait was the result of a new pair of false teeth. Although the
uncomfortable teeth explained the rather puffy appearance of Washington’s
jaw, there was a far more significant motive behind Washington’s studied
aloofness. The necessity of beginning the new nation in as nonpartisan
an atmosphere as possible had inevitably led to the near-unanimous selec-
tion of Washington as first president. A very young guide in a historical
museum was once heard to say: “They needed heroes in those days.”
Well, they had them, and none more adulated than George Washington.
But the general longed to retire to his beloved Mount Vernon. He acqui-
esced in a first term, and even more reluctantly in a second, but he chafed
under its constraints. When partisan attacks upon him finally did occur,
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he sometimes exploded—in private. In public, he was invariably impas-
sive, above the political fray, a pose that must have taken a considerable
emotional toll upon him. He knew perfectly how to assume the role that
the situation demanded of him and to appear unmoved by
petty or inconsequential matters.

Another Washington portrait, a remarkable work by
Charles Willson Peale, George Washington at Princeton
(1779), currently hangs in a constricted location at the top
of the west staircase of the north wing where it is seen
(or passed) by the legislators daily but noticed by relatively
few visitors to the Senate. Unfortunately, except for the
Capitol Rotunda and the walls above the staircase land-
ings in each wing, public spaces for displaying paintings
in the Capitol are less suitable for proper viewing than are
the spaces for sculpture.

One of the finest paintings in the Capitol, George
Washington at Princeton is the principal portrait of the hero
as a military leader. The artist had served with the general
at the battle so recently fought, and had known its uncer-
tain ebb and flow. Yet Peale poses the general imper-
turbably beside a captured Hessian cannon; hat in hand,;
horse, groom, and battle standard behind him. The self-
possession of the pose is matched by an expression of
benevolence, not braggadocio. This replica (perhaps the
first) by Peale of his most popular painting was almost
certainly purchased for Louis XVI, king of France, whose
financial aid was invaluable to the American cause. Taken
to France by the returning French ambassador, the painting
passed into private hands after the king’s execution during

George Washington at Prmeton the French Revolution. In time, the work returned to
America. Exactly a century after it was painted, the Senate resolved
to purchase the painting, which had been on display at the Smithsonian
Institution, and in 1882 the work was moved to the Capitol. From the
colony to the king to the Capitol, the painting has had an unpredictable
but thoroughly appropriate history. This supremely confident image
of the commander-in-chief after a critical victory in the War for Inde-
pendence is one of the finest of the numerous replicas Peale painted
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of the life portrait originally commissioned for the Pennsylvania State-
house (now, Independence HallD).

The most venerable among the images in the U.S. Senate of George
Washington is Rembrandt Peale’s Patrice Pater, a posthumous portrait in
which the great man is imagined as a godlike figure poised in an inde
terminate ethereal space behind an illusionistic stone window, beyond
time, enshrined in memory. Although Rembrandt, eldest son of Charles
Willson Peale, had painted the president from life in 1795, the Senate’s
portrait and its replica and variants were the conscious result of synthe
sizing the finest extant likenesses of Washington into an ideal that would
rise above any of them. It was greeted with enthusiasm, and seemed
destined to hang in the Capitol building. It is the earliest painting of
Washington to enter the collection; the work was purchased in 1832 to
preside over the original Senate Chamber. The painting had already been
briefly displayed at the Capitol immediately after it was painted, in early
1824. Although Washington’s head is just about life-size, the monumental
canvas (6 x 4”2 feet) produces a tremendous effect. The strong relief of
the idealized head carries clearly from the gallery above the presiding
officer’s dais to the viewers on the Chamber floor. Although the portrait
was removed from the site when the Supreme Court moved there in 1860,
and never hung in the new Senate hall, it was permanently returned to
its original location in 1976 when the Old Senate Chamber became a
museum room, no longer regularly used for official business.

Rembrandt Peale had adopted elements of French neoclassicism
during his stay in Paris (1808-10), and his ideal image of Washington
might be dubbed “heroic neoclassicism,” but that style was not the recur-
ring force in American painting that it was in sculpture. The reason: There
were no available painted ancient classical models in portraiture as there
were classical sculptures, which dictated the preference for neoclassical
sculpture. Of the better known American painters who adopted neo
classicism, John Trumbull and Gilbert Stuart came to it naturally, being
of the same generation as Jacques-Louis David, the principal French
neoclassicist. John Vanderlyn and Rembrandt Peale were a generation
younger and encountered neoclassicism as students in Paris. All practiced
the style only briefly, while it was still fresh in Europe. Although it was
a style that could never prevail over the American realistic tradition in
painting, it could blend with it.
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The portrait of Joseph Gales (ca. 1844) by George P.A.
Healy, painted while Hiram Powers’s neoclassicism reigned in
American sculpture, is a case in point. Healy was then employed
by King Louis Philippe of France, where the late neoclassicism
of J.A.D. Ingres was still popular. Healy’s penetrating likeness
of one of the most fascinating and influential men in Washington,
D.C., is faithful to the descriptive realism of American portrait
painting, yet it has similarities to the male portraits of Ingres of
the preceding decade. It marks a meeting point of these two
styles, where the realism of one could meld almost impercep
tibly with the idealism of the other.

Joseph Gales (together with his colleague, William Seaton)
edited the National Intelligencer for half a century. It was the
leading political newspaper in the country, one which spoke for
many administrations while also publishing the congressional
debates. In this latter role, Gales was a prominent figure in the
Senate and the House for decades. Joseph Gales certainly had
strong political opinions but high standards. Carefully balanced
reporting kept the paper going, even during hostile administrations, though
not without some serious fights. In the long run, the integrity of the pub
lisher was reflected in the integrity of the publication. Gales had a striking
head: large and broad, crowned with thick hair and accented by keen
black eyes. He was gracious, polite, and easygoing in manner, but also
a shrewd man of strong convictions, as evidenced by one of his late edi
torials (ca. 1857) that addresses topics that still preoccupy us today—
violent street crime and handguns:

The moral causes of this cheap contempt in which human life is held among us . . . are
seen in the extravagant notions of personal rights and personal independence which
are fostered . . . by the perversion of our political doctrines, [and] by the laxity of parental
discipline. ... And out of this. .. has grown an equally extravagant notion respecting
the rights of self-defense, which turns every man into an avenger, ... [and] renders
him swift to shed blood in the very apprehension of danger or insult. As partly the
cause and partly the effect of this indifference to human life, the practice of going
armed with concealed and deadly weapons, has well nigh become one of our social
habitudes. The only conceivable object of course, in thus carrying these instruments
of death, is to kill: the violent, that they may perpetrate their misdeeds with impunity;
the peaceful, under the plea that the habit. .. has become a dire necessity under the
reign of license and disorder. ... But, whatever the motive and whatever the excuse
for this dangerous custom, it is one that should not be tolerated in any community
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which has emerged from the condition of savages, and professes allegiance to law
and order.>

The physical, personal, and intellectual aspects of Joseph Gales are
convincingly caught by George P.A. Healy, whose style a 19th-century
critic characterized as “rugged” and “forcible,” vigorous and emphatic,
and well attuned to a sitter’s personality.°

The necessary emphasis on portraits in the Senate greatly limits
the inclusion of other subjects. This is most apparent in the near-
total absence of landscape paintings. Landscape painting is some-
times regarded as 19th-century America’s most significant artistic
contribution. But the only example of pure landscape in the Senate
is Francois Régis Gignoux’s Niagara, The Table Rock—Winter (ca.
1847). As such, it comes as a welcome respite in the steady parade
of portraits. The French painter worked for 30 years in America,
and in this grand picture of the grandest of American natural won
ders, he recorded his own humility in the face of nature. Gignoux
included an artist with portfolio at the bottom of the scene. Although
the painting has no narrative content, the artist has added sym
bolic commentary—an American eagle and a fantastic cathedral
of ice rising toward the crest of the falls. To discover the divine
presence in the unspoiled American landscape was second nature
to poets and painters, and Niagara Falls in particular was seen as
a national symbol, as proof of divine favor toward America. Imagine
listening, for instance, to the Reverend Edward T. Taylor’s speech
in Buffalo in 1860:

After you have said Niagara, all that you may say is but the echo. It remains Niagara,

and will roll and tumble and foam and play and sport till the last trumpet shall Niagara, The Table Rock—Winter

sound. ... So with this country. It is the greatest God ever gave to man.... Itis our
own. God reserved it for us, and there is not the shadow of it in all the world besides.”

The series of Army posts painted by Seth Eastman in the early
1870s were conceived of as a historical record of the post-Civil War
period. Although not pure landscape, they are all situated convincingly
in their particular settings. Those settings were sometimes known first-
hand by the artist through his prior military postings, but there is no
evidence that any of Eastman’s forts were painted on site. However,
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Eastman was a skillful artist, and there is nothing perfunctory about
the landscapes. They are of particular interest because they cover a wide
geographical range of the United States, from the southwest to the Cana

dian border to the Florida Keys, and thereby reflect the post-war sense
of an expanded and unified nation. Modest and understated, they yield
more information—and more artistic pleasure—than might be expected
from a cursory glance.

The Place of the Modern

It has been stressed that the Senate’s art collection, in its most impor
tant and characteristic works, is a collection of 19th-century art. That it
also contains sculptures and paintings of quality—occasionally of the
highest quality—from the 20th century is obvious. Nonetheless, the style
that had been so well suited to the largely commemorative needs of the
Senate was still preferred and fostered by the now-conservative taste that
often guided commissions. Of course, the dichotomy between an insti
tutional adherence to 19th-century stylistic traditions and the radical stylistic
innovations of the 20th century mirrored the situation found elsewhere
in the world of art. Museums and corporations, dealers, collectors, and
artists, were all confronted with a seemingly stark, threatening choice
between the old and the new, and there was no shortage of excellent
conservative artists who disliked rupture and opted for the continuity of
a familiar tradition.

In the early 1980s, California Governor Jerry Brown created a stir
by having his official portrait for the capitol at Sacramento painted by
Don Bachardy in a “modern” style. An online guide to the California
State Capitol posted by the Sacramento Bee described the effect:

Former Gov. Jerry Brown chose to have his mug mapped onto an abstract oil painting.
Between calm and conservative portraits of his peers, Brown’s face peers out of gray
bars and drips of red paint.®

Of course, the portrait is not “abstract” (nor cubist nor expres
sionistic, as other critics have declared). Those are merely code words
for “modern”—indicating not what Brown’s portrait is, but what it is not.
It is not a classic, formal portrait.

It was to avoid such stylistic clashes that the Joint Committee on
the Library commissioned 20th-century art that reflected the tradition
of the 19th century. Similarly, the Senate Committee on Rules and Admin
istration and the Senate Commission on Art, which later assumed the
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responsibility of acquisitions of art, continued this pattern. Thus, the
collection became increasingly divorced from the mainstream of recent
American art. The public at large endorsed the conservative tradition,
and the popular press often encouraged a humorous or condescending
attitude toward modern art. Despite such attitudes, there are instances
in the collection where an artist has quietly made a bow in the direc
tion of 20th-century styles. And, rarely, an indisputably modern

artist will have achieved the rank of a modern old master whose

works are deemed worthy of official patronage. As cases in point,

three strongly contrasting works from the final quarter of the

20th century indicate the divergent strengths to be found in recent
additions to the collection.

To the casual glance, the estimable marble portrait of Hubert
H. Humphrey, Jr. (1982), by Walker Hancock is thoroughly
traditional. Yet there is a spare, clean quality to the lines and
surfaces of the bust that does not stem from past neoclassicism
but arguably from the reductionism of some early modernist
sculptors after World War I. Hancock was a traditionalist but recep
tive to modernism. His moving Pennsylvania Railroad War
Memorial (1950) in Philadelphia’s Thirtieth Street Station, for
example, is indebted to Jacob Epstein and what has been called
his “bearable modernism.” The simplicity of the Humphrey bust
has parallels in many modern sculptures. Specifically, it may be
compared to Jo Davidson’s works, including the Senate’s portrait
of Charles G. Dawes.

Aaron Shikler’s large painting of Mike Mansfield (1978)
stands out as a delightful anomaly among the Senate portraits.
Neither the standard bust nor the formal frontal full-length, it is
a three-quarter-length portrait with the subject posed in profile,
at once more imposing in size and more accessible in person
ality than many of its fellows. Cropping Senator Mansfield at the
knees brings him closer, while having him look away from the

artist and the viewer (with a friendly smile) eliminates much of
. . . . . Mike Mansfield

the egocentric self-consciousness inherent in the posing process.

This is not so much a matter of artistic style as contemporary casual

ness, suggesting comparisons to an artist of wide popularity: Norman

Rockwell. The Shikler work has the aura of a magazine cover—affable,

yet dignified.
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Alexander Calder’s Mountains and Clouds (19806) has
no true parallel in the Senate’s art collection. It is the most
unabashedly modern work in the collection, by a major
artist whose abstraction has always proved acceptable to
a wide spectrum of the population, and whose choice for
the commission therefore met with little resistance. It
dominates the Hart Senate Office Building’s great atrium.
An immense presence, it has felt overbearing to some.
However, anyone who saw the atrium before the much-
delayed installation of the sculpture can hardly think that
it looked better empty. Not merely vacant, but vacuous,

& 5

S

4 . the original space took on meaning with the arrival of
L TR

Calder’s last work. It is composed of a “stabile”—the moun
tains—and a mechanized “mobile”—the clouds, and it is
entirely black, in contrast to the white marble interior. Every
other sculpture in the Senate is conceived as a decora
tive, often symbolic, adornment to the architecture. This
piece is conceived as its equal, in a monumental balancing
act between the architecture and the art. Although it
represents neither “justice” nor any other abstract concept,

its elemental natural forms are just as appropriate to a
Mountains and Clouds building dedicated to the formulation of a democratic
nation’s laws as any classical symbol. In its soaring stability capped by
swirling infinity, it reflects the heroic imagination of Calder. Perhaps equal
to the greatest of the traditional works in the collection, it speaks an
utterly different stylistic language. The Calder could not easily coexist
with the works within the U.S. Capitol building itself, but the modern
and the traditional are grand complementaries in the collection of the

U.S. Senate as it stands at the beginning of the 21st century.
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Notes to the Reader

Introduction

The art in the Senate owes its present form primarily to the Joint
Committee on the Library, established by an act of Congress in 1802.
As evidenced by its name, the Joint Committee’s first duty was to main
tain the Library of Congress, but it also supervised the acquisition of
art for the Capitol, the White House, and the public squares of Wash
ington, D.C. The committee became especially active in the selection
of sculpture and painting after the middle of the 19th century. At that
time, the U.S. Capitol had been greatly expanded, following the design
of architect Thomas U. Walter, to create an imposing new dome and
two large new chambers for the legislature. A massive campaign was
under way to decorate the building to reflect the newfound importance
of the United States in world affairs.

The collection of art in the Senate has taken shape through sev
eral means. Some pieces have been purchased and others have been
specially commissioned. At times, donors have offered important works
of historical significance, and many of these have received judicious
approval and become welcomed additions to the collection.

A mainstay of the Senate’s fine art is the Vice Presidential Bust
Collection. The Joint Committee on the Library, acting under a reso
lution of May 13, 1886, began commissioning busts of the vice presi
dents to occupy the niches in the new Senate Chamber. After the first
busts filled the 20 niches that surround the Chamber, new additions
were placed throughout the Senate wing of the Capitol. The collection
chronicles the individuals who have served as vice president and pays
tribute to their role as president of the Senate. It also provides a unique
survey of American sculpture from the 19th century to the present.

While the Senate has long recognized the role of the vice presi
dent, it recently established the Senate Leadership Portrait Collection
to honor presidents pro tempore and majority and minority leaders of
the Senate. Additionally, an awareness of the value of diversity and the
contributions of those historically overlooked have led to commissions
of United States Senators Blanche Kelso Bruce and Margaret Chase Smith.
Thus, the history of the Senate and the nation continues to be told through
the Senate’s art program.

While much of the art in the Senate dates from the 19th century,
it was not until more recently that the Senate took direct responsibility
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for the care and protection of these artifacts. In 1968 the U.S. Senate
Commission on Art was established to oversee the art, historical objects,
and architectural elements in the Senate wing of the Capitol and Senate
office buildings. The Office of Senate Curator was subsequently estab
lished to develop and implement the museum and preservation programs
for the U.S. Senate on behalf of the Senate Commission on Art. The office
collects, preserves, and interprets the Senate’s fine and decorative arts,
historic objects, and architectural features. Through exhibits, publica
tions and other programs the office educates the public about the Senate
and its collections.

Arrangement of the Catalogue

Catalogue entries are arranged alphabetically by subject, with some
subjects having multiple entries by different artists. Every entry con
sists of a brief introduction to the life and career of the person and/or
the event depicted, information about the creation and acquisition of
the piece, and a short description of the artist’s life and major works.
Each piece is further documented with the title, artist’s name (when
known) and dates, medium of the work and date of completion, dimen
sions, signatures and inscriptions, acquisition information, and an acces
sion number.

Completion Dates

The completion date refers to the year the final form of the work
was achieved. In most cases, the artist has signed the artwork and this
date is used; otherwise, the date is determined by primary documen
tation that states when the work was completed. Whenever possible,
modeled and carved dates are included. Dates assigned conform to the
following system:

1800 year of completion

ca. 1800 completed sometime around 1800 (plus or minus 5 years)
ca. 1800-1825 completed between approximately 1800 and 1825
1800/1801 completed in either 1800 or 1801
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Dimensions

Dimensions are in inches followed by centimeters, height followed
by width. For sculptured works, depth is given last. If the base was cre
ated by the sculptor as an integral part of the composition, it is included
in the overall dimensions. Measurements for paintings are by sight (unless
noted otherwise), and represent the maximum dimension in the stated
direction.

Signatures and Inscriptions

Signatures and inscriptions are transcribed exactly as they appear
and include only those markings that were made or directed by the artist
or foundry. All markings are described from the viewer’s point of view
(unless noted otherwise). Illegible or reconstructed marks are enclosed
in brackets; line breaks are indicated by a forward slash. Unusual inscrip
tion marks may include:

ARA Associate of the Royal Academy (United Kingdom)

fecit, fe., f. (Latin, fecit). Made by

pinxt., pinx A term signifying “painted by”

Sc., Sculp. Sculptor, Engraver

Y An upper case Vin place of a U is common for early
inscriptions

Catalogue Numbers

U.S. Senate accession numbers identify each piece of art with a
unique control number.

This volume reflects the U.S. Senate fine art holdings as of September
2002. Additional information on the art is available through the Office of
Senate Curator.

Next page:
Old Senate Chamber
(1998 photograph)

Catalogue of Fine Art

xxxiii



=8
e |

e
= =
= =
=

==
= =
= e
= 3=



John Adams

(1735-1826)

John Adams, the first vice president and
second president of the United States,
was born in Braintree (now Quincy),
Massachusetts, into a family noted for
public service. As a young man, Adams
practiced law while taking an active role
in local politics. He attacked the Stamp
Act of 1765, becoming an increasingly
avid and prominent resister of British
authority. Yet in defense of liberty—in this
case against mob violence—Adams in
1770 agreed to represent the British
soldiers accused of murder in the Boston
Massacre. Although their subsequent
acquittal angered some patriots, the
politically independent Adams won
enough approval to secure a seat in the
Massachusetts assembly later that year.

An avowed supporter of American
independence, Adams was elected a
delegate from Massachusetts to the first
and second Continental Congresses. As a
member of the committee that drafted the
Declaration of Independence, Adams led
the debate that ratified the document.
Thomas Jefferson acknowledged Adams
as the Declaration’s “pillar of support
on the floor of Congress, its ablest
advocate and defender.”!

During the war years, Adams held
various diplomatic appointments in Europe
and returned briefly to Massachusetts in
1779 to help draft the state’s constitution.
With John Jay and Benjamin Franklin, he
negotiated the provisional articles of
the peace treaty with Great Britain that
ended the War of Independence, and he
later became the first U.S. minister to
Great Britain from 1785 to 1788. As the
popular candidate of the New England
Federalists, Adams was twice elected vice
president under George Washington. After
Washington's retirement, Adams was
elected president in 1796.

Adams’s presidency was dominated
by strife within his cabinet over relations
between the United States and France.
Vice President Thomas Jefferson and his
Republican supporters sympathized with
France; the opposition, led by Adams’s

he Senate’s oil portrait of John Adams by Eliphalet F. Andrews

is a reverse-image copy of a George P.A. Healy work now

owned by the Corcoran Gallery of Art in Washington, D.C.

Andrews was a successful portraitist in the late 19th century

who supplied several government agencies with images of
famous Americans.

For more than a century after the founding of the United States, por-
traits of military figures, early presidents, and other heroes were in high
demand. Gilbert Stuart, for example, might paint a hundred replicas or
variants of his life portraits of George Washington, but there would still
be room for hundreds more copies, as well as copies of copies by artists
of varying degrees of skill. In this instance, the highly accomplished George
P.A. Healy in 1860 copied Stuart’s 1800/1815 portrait of Adams—now in
the collection of the National Gallery of Art in Washington, D.C.—for a
commission by Thomas B. Bryan of Chicago, who had purchased several
other presidential portraits from the artist that same year.

The Healy copy in turn was copied by Andrews, who then sold
his version to the federal government through Architect of the Capitol
Edward Clark. Possibly commissioned by Clark on behalf of Congress,
it is an odd work in two respects: First, the composition, as noted, is
reversed, a decision and process that would entail a great deal of effort.
Second, Andrews later professed no clear memory of painting the copy.

Andrews was born in Ohio and trained in Diusseldorf, Paris, and
Berlin. He moved to Washington, D.C., following the election of his
friend Rutherford B. Hayes as president. Andrews subsequently estab-
lished the art instruction program at the Corcoran Gallery of Art in 1877
and served as the art school’s director from 1887 until 1902. He became
a greatly admired teacher, but as an artist he was less distinguished.
His work as a portraitist—and there was a great deal of it—seems to
have consisted, in large part, of copies of portraits (the capital city is
replete with them). In her book Ohio Art and Artists, Edna Clark
remarked, “He knew more than he painted.”!

It is hard to imagine why Andrews would choose to reverse the
figure in this painting of Adams. He did not do so in his other copies,
so far as is known. Otherwise, he stays close to Stuart’s composition.
Comparison of the Andrews and Healy copies with the original leads
to the conclusion that Healy, a skilled copyist, is faithful to Stuart both
in handling and in characterization. Andrews also retains the character,
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Jobhn Adams
Eliphalet Frazer Andrews (1835-1915)

after George Peter Alexander Healy (1813-1894) after Gilbert Stuart (1755-1828)
Oil on canvas, 1881

29% x 24% inches (75.3 x 62.9 cm)

Unsigned

Purchased, 1881

Cat. no. 31.00005
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JOhn AdamS—conn’nued

rival within the Federalist Party, Alexander
Hamilton, favored military action against
the French. Adams sent peace commis-
sioners to France and preserved United
States neutrality—but at a personal cost.
Alienated from the Federalists for avoiding
war with the French and abandoned by
the populace for his reluctant support of
the repressive Alien and Sedition Acts,
Adams lost the presidency to Thomas
Jefferson in the election of 1800.

Adams retired from public life and
spent his final years at the family home-
stead in Quincy. There he drafted lengthy
letters to friends and former colleagues,
including a notable 15-year correspon-
dence with one-time opponent Thomas
Jefferson. Both men died on July 4,
1826, the 50th anniversary of
American independence.

but his Adams is less immediate, less vital. His modeling is effective,
but his brushwork is thicker and more opaque than that of Stuart or
Healy. For instance, the edge of the white shirt is a long, unsubtle
brushload of paint, and the mass of hair is generalized and heavy. Stuart’s
trademark transparency of touch is absent. In addition, in Stuart’s painting,
the left forearm, cuff, and hand seem almost an awkward afterthought;
Andrews suppresses the arm (now the right) still more. However, the
silvery sheen on Adams’s forehead, a mannerism of Stuart’s later years,
is very neatly imitated not only by Healy but also by Andrews.

On March 21, 1881, Eliphalet Andrews announced in a short note
to Edward Clark, “I have the copy of John Adams finished and would be
pleased to show it to you before returning the original to the Corcoran
Gallery.” But on July 2, 1910, in response to a query from Elliott Woods,
superintendent of the U.S. Capitol building and grounds, Andrews wrote,
“I do not remember having painted a portrait of John Adams although I
may have done so as I have painted many public portraits for govt. in
Washington. If T did paint it, it must have been done
during the life of Chief Architect Clark and if so it would
undoubtedly have been copied from the one in the Cor-
coran Gallery of Art, copied by George P.A. Healy from
the original Gilbert Stuart. I do remember Mr. Clark
having given me an order for some portrait.”

The final sentence here may suggest that
Andrews was commissioned for the copy. As for for-
getting the painting, Andrews was not only prolific,
he was also 75 years old. Twenty-nine years had passed
since he had painted the work.

This Gilbert Stuart 1800/1815 life portrait of
President John Adams was copied by George
P.A. Healy in 1860.

(Gift of Mrs. Robert Homans, Photograph © 2000 Board of
Trustees, National Gallery of Art, Washington)
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Eliphalet F. Andrews based his portrait of
John Adams on this George P.A. Healy
painting, which is a copy of Gilbert Stuart’s
1800/1815 portrait.

(Corcoran Go||ery of Art, Washington, D.C., Museum Purchase,
Gallery Fund)
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his bust of the first U.S. vice president occupies a com-

manding place in the Senate Chamber. It sits almost directly

above the rostrum used since 1859 by vice presidents while

presiding over the Senate. Daniel Chester French was

awarded the commission for the bust of John Adams in May
1886. The piece was modeled at French’s New York studio, pointed in
Carrara, Italy, and finished in New York. It was placed in the Senate
Chamber in 1890.

When the Joint Committee on the Library originally authorized the
Senate’s Vice Presidential Bust Collection in 1886, the first announced
commissions honored five men: the three former vice presidents then
living—Chester A. Arthur, Hannibal Hamlin, and William A. Wheeler—
and the first two holders of the office—Adams and Thomas Jefferson.
Sculptors for the living vice presidents were selected based on the sub-
jects’ suggestions; artists to represent Adams and Jefferson came from
the sitters’ home states. French, although born in New Hampshire, had
been raised in Massachusetts and initially trained there. He produced his
first public work, the famous Minute Man, for the town of Concord.

French agreed to execute the bust of John Adams for the stan-
dard $800 fee that the Senate had determined. He worried, however,
that the sum might not be adequate to attract other artists of note. He
wrote to Architect of the Capitol Edward Clark, “I consider it an honor
and worth a good deal to have a bust of mine in so important a posi-
tion. I do not know how many sculptors you will find who will look
at it in the same way.”

French rejected existing sculptures of Adams as unsuitable models
for the Senate bust, commenting that they were not of the correct
proportions for the niches in the Senate Chamber. On being pressed
further to find a model to copy, French wrote to Clark in July 1886, “There
is an absurd bust in Faneuil Hall, Boston, that was taken late in life and
looks like a silly old woman, and there is another in the church at Quincy
that was probably made after his death and is not necessarily authentic.
I should not want to copy either of them.”

French sought another visual resource. Although it has been sug-
gested that he probably drew on the oil portraits of Adams by Charles
Willson Peale, John Trumbull, and Mather Brown, a comparison suggests
otherwise. French chose to sculpt Adams as an older man than the figure
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Jobhn Adams
Daniel Chester French (1850-1931)

Marble, 1890

31Y% x 28 x 18 inches (79.4 x 71.1 x 45.7 cm)

Unsigned

Inscribed (centered on front of base): JOHN ADAMS
Commissioned by the Joint Committee on the Library, 1886
Accepted by the Joint Committee on the Library, 1890

Cat. no. 22.00001
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JOhn AdamS—conn’nued

Marble busts of the earliest vice presidents
encircle the gallery of the Senate Chamber,
including the one of John Adams, second
from left.

(1999 photograph)

i
E

BRERRRRERRREEREEREN

A4 DU L B S T L B S 3l L L L L Tl L T e

Suicicicielclelclclelclelclelclelelclnld
DR AT L TTTTIT

8 United States Senate




seen in those paintings—indeed, older than he appeared during at least
his first term as vice president, if not his second. Adams also wears his
own unadorned hair—distinctive, winglike puffs—instead of the fashionable
peruke or powdered hair of earlier years. It seems most likely that French
used the superb portrait of Adams begun by Gilbert Stuart in 1800 but,
to the consternation of the family, not completed and delivered until 1815
(p. 4). This painting, now in the National Gallery of Art in Washington,
D.C., had remained in the Adams family and was lent by them (with an
Abigail Adams portrait, also by Stuart) to the 1889 Centennial Celebra-
tion of George Washington’s inauguration. French would certainly have
seen the Stuart painting at that time, the year in which he was working
on his bust of Adams.

If anything, French offers a less idealized Adams than does Stuart.
For instance, the folds of material at the bottom of the vest suggest the
girth that led Adams to be dubbed “His Rotundity.” The creases and wrin-
kles of the face are also stressed more, and the face is expressive and
full of humanity. Although the downturned corners of Adams’s mouth
suggest the acidity of his personality, they also carry the promise of an
ironic wit. The frontality of the bust, with only a slight turn of the head,
is emphasized by the high, bladelike coat collar that frames and accents
the face. It projects a briskness, a sculptural analogy to both the sharp
intellect and the sharp tongue that characterized Adams. But then French
softens and enriches his presentation of the head by cushioning it within
a triangulation of the elaborate, improvised lateral hair puffs and the
blossoming shirtfront. This bust matches the description of Adams by
a contemporary (who was looking at the Stuart portrait): “Age has given
a softness and mellowness to the countenance ... without losing the
characteristic vigor of former years.”!

French, one of the premier sculptors of his day, was principally con-
cerned with expressing naturalism in the human form, in contrast to the
neoclassical idealism of his predecessors. Noted for his public monuments,
allegorical sculptures, and portrait busts, the popular and prolific artist
is most celebrated for the Lincoln Memorial in Washington, D.C., dedicated
in 1922. He also executed the Senate’s bust of Vice President Henry Wilson
(p. 428) and a full-length marble statue of Michigan Senator Lewis Cass
in the U.S. Capitol’s National Statuary Hall Collection.
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Spiro Theodore Agnew

(1918-1996)

Spiro Theodore Agnew, the 39th vice
president of the United States, was born

in Baltimore, Maryland. Agnew served in
the U.S. Army during World War Il and
was awarded a Bronze Star. In the 1950s,
after establishing a law practice in the
Baltimore suburbs, Agnew became active
in local politics. From 1962 to 1966 he
served as Baltimore County executive—the
first Republican to hold that office in the
20th century—and was elected governor of
Maryland in 1966. Two years later Richard
Nixon chose the relatively unknown Agnew
to be his vice presidential running mate.
Despite allegations of financial misconduct
leveled at the governor, the Nixon-Agnew
ticket won by a narrow margin.

As vice president, Agnew was known
for his strong criticism of antiwar demonstra-
tors and his comments on bias in the news
media. Shortly after his reelection in 1972,
Agnew faced charges of past bribery and
tax fraud dating from his governorship. He
resigned from office on October 10, 1973,
pleading no contest to tax evasion. He was
fined $10,000 and given a suspended
prison sentence; the government agreed not
to prosecute him on charges of bribery and
extortion. After he was disbarred in Mary-
land, Agnew moved to Rancho Mirage,
California, where he conducted business in
international trade and wrote his memoirs
and a novel. Agnew died in 1996.-

Vice President and Mrs. Agnew and Senator
Ted Stevens at the unveiling ceremony at the
Capitol in 1995.

(U.S. Senate Photographic Studio)
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n 1992 the Senate Committee on Rules and Administration agreed

to commission a marble bust of Spiro Agnew for the Senate’s

Vice Presidential Bust Collection. Whereas ordinarily the bust

would have been commissioned shortly after Agnew left office,

the circumstances surrounding his departure resulted in a lengthy
delay. In a letter to then-Rules Committee Chairman Ted Stevens, Agnew
noted that although his staff and the staff of the architect of the Capitol
had begun discussing the subject prior to his resignation, nothing fur-
ther had transpired. The eventual decision to commission the bust was
based on historical precedent: The 1886 Senate resolution establishing
the collection calls for a marble bust of each vice president to be installed
in the Capitol without reservation.

Architect of the Capitol George White recommended North Car-
olina sculptor William Behrends for the commission, and Agnew approved
this selection. Behrends relied on period photographs of the former vice
president to portray him as he appeared during his term in office. The
sculptor also visited Agnew for four sittings during the summer of 1993
in Ocean City, Maryland, where the former vice president spent part of
each year. Behrends noted, “He was a good model, easygoing, relaxed.
And he’s a great subject for marble. He’s got that nose, that strong face.”!
The artist traveled to Italy to select the marble, and carved the piece at
his studio in Tryon, North Carolina.

Behrends is represented in public, private, and corporate collec-
tions throughout the country. Works by the artist include a monumental
bronze bust of Andrew Johnson at the Tennessee State Capitol building,
a statue of Henry Ford II in Detroit, and a seven-foot bronze figure of
Ben Hogan for the Georgia Golf Hall of Fame in Augusta. Behrends
has twice been awarded the Richard Portrait Prize by the National
Sculpture Society.

The bust of Agnew was unveiled at ceremonies held at the Capitol
on May 24, 1995—almost 22 years after Agnew left public office. The
former vice president was moved by the occasion, and his voice broke
more than once during his address. Agnew made no mention of his res-
ignation but instead focused on the office he once held, commenting,
“I'm not blind and deaf to the critics that feel this is a ceremony that
should not take place. This ceremony has less to do with Spiro Agnew
than the office I held, which was conferred upon me when the Amer-
ican people elected and re-elected me vice president of the United States.”?
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Spiro T. Agnew
William E Behrends (born 1946)

Marble, modeled 1993, carved 1995

27% x 23% x 13% inches (69.9 x 58.7 x 34.9 cm)

Signed and dated (on left side of base): W. BEHRENDS 1995
Commissioned by the Senate Committee on Rules and Administration, 1992
Accepted by the Senate Committee on Rules and Administration, 1995

Cat. no. 22.00043
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Nelson Wilmarth Aldrich

(1841-1915)

Nelson Wilmarth Aldrich, a U.S. represen
tative and senator from Rhode Island,
defended business interests throughout his
political career. Born in Foster, Rhode
Island, Aldrich was elected as a Repub
lican to the U.S. House of Representatives
in 1878 and entered the U.S. Senate in
1881. In the late 1890s, Aldrich assumed
a key role as one of “The Senate Four” —
Aldrich, William Allison of lowa, Orville
Platt of Connecticut, and John Spooner of
Wisconsin—who dominated the Senate for
a decade.

As chairman of the Senate Finance
Comnmittee, Aldrich presided over tariff
legislation at a time when tariffs provided
the federal government’s principal source
of income. He coauthored the Payne-
Aldrich Tariff Act of 1909, which raised
tariff rates on many imports and stirred
protests from progressive reformers. In the
wake of the Panic of 1907, he sponsored
the Aldrich-Vreeland Act, permitting the
U.S. Treasury to lend currency to banks
during fiscal crises.

In his final Senate years, Aldrich
chaired the National Monetary Commis
sion. His Aldrich Plan, providing for flex
ible cash reserves, was the forerunner
of the Federal Reserve System. A powerful
floor leader, Aldrich played a major
part in shaping the legislative programs
of the administrations of both Theodore
Roosevelt and William Howard Taft.

After serving in the Senate from 1881
until 1911, Aldrich retired to Providence,
Rhode Island. He died in 1915 in New
York City. Aldrich’s grandson, Nelson
Aldrich Rockefeller, served as vice presi
dent of the United States from 1974
to 1977, and his great-grandson, John
D. Rockefeller 1V, took his oath as a U.S.
senator from West Virginia in 1985.

12

ice President Nelson Rockefeller commissioned artist Paul
Kiehart to make a copy of his favorite portrait of his grand-
father and namesake, Nelson Aldrich, for donation to the
U.S. Senate Collection. Executed in 1976, the picture
replicates a 1911 life portrait by the Swedish painter
Anders Zorn; the original belongs to the National Trust for Historic Preser-
vation and hangs at Kykuit, the Rockefeller family home in Pocantico
Hills, New York. Zorn’s other portrait works include philanthropist
Andrew Carnegie, located at the Carnegie Institute in Pennsylvania; First
Lady Frances Folsom Cleveland, on display at the Isabella Stewart
Gardner Museum in Boston; and President William Howard Taft, in the
White House collection.
Born in Pennsylvania, Kiehart studied at the Pratt Institute and the
Art Students League in New York before conducting an apprenticeship
in conservation. Primarily a restorer of paintings, Kiehart conserved a
number of pieces in the Samuel H. Kress Collection. This collection was
eventually donated to institutions throughout the country, with the largest
portion going to the National Gallery of Art in Washington, D.C.
During his career, Kiehart has been commissioned to copy portraits.
In 1986 he was asked to execute a portrait of West Point Superinten-
dent Major General Richard Delafield after an oil on canvas painting by
Henry Peters Gray in the United States Military Academy Collection. The
cadet class of 1981 donated the Kiehart painting to West Point, where
it is now on display.

John Spooner, William Allison, and Nelson
Aldrich met informally at Aldrich’s Newport,
Rhode Island, estate in 1903.

(U.S. Senate Historical Office)
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Nelson Aldrich

Paul Peter Kiehart (born 1913)

after Anders Leonard Zorn (1860-1920)

Oil on canvas, 1976

4474 x 34 inches (114 x 86.4 cm)

Unsigned

Gift of Vice President Nelson Aldrich Rockefeller, 1977
Accepted by the U.S. Senate Commission on Art, 1977
Cat. no. 32.00020
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William Boyd Allison

(1829-1908)

Although he was born in Ashland County,
Ohio, William Boyd Allison served lowa
as a U.S. representative and senator for
43 years. After helping to found the Ohio
Republican Party, but losing a bid for
prosecuting attorney for Ashland County,
Allison moved to lowa in 1857. He was
elected to the U.S. House of Representa-
tives in 1862 and served four terms. In
1872 Allison succeeded in his bid for the
U.S. Senate, where he served continuously
from 1873 until his death.

A political moderate and a master of
conciliation, Allison helped frame successful
tariff compromises and steered a middle
course between protectionism and reform.
Representing Midwest farmers, he sought
to reduce tariffs on the manufactured goods
they needed in quantity. In the currency
debate then sweeping the nation, Allison
successfully balanced conservative and
inflationist demands by offering an
amended version of a House bill proposed
by Congressman Richard P. Bland of Mis-
souri. Allison weakened Bland’s bill, which
provided for free and unlimited coinage of
silver, to one that allowed specific limited
coinage. Allison’s version became the
Bland-Allison Act of 1878.

For some twenty-five years Allison
chaired the Senate Appropriations
Committee. In 1897 he succeeded John
Sherman of Ohio as chairman of the
Republican caucus. Allison declined
cabinet posts in the administrations of
Presidents Garfield, Harrison, and
McKinley, preferring to exert national
leadership from the Senate. He won his
state’s Senate primary in June 1908,
but he died in Dubuque, lowa shortly
thereafter.

14

oon after William Allison’s death, the Senate passed a resolu-
tion authorizing the Joint Committee on the Library to memo-
rialize their former colleague. An existing oil portrait of Allison
by Wilbur Reaser was immediately purchased from the artist.
Nothing is known about the circumstances under which Reaser
came to paint Allison’s portrait.
Like Allison, Reaser was born in Ohio but later moved to Iowa.
He studied drawing and painting at the San Francisco Art Institute and
at the Académies Julian and Colarossi in Paris. The artist won gold
and silver medals at the California Exposition in 1894 and a prize at
New York’s National Academy of Design in 1896. He became a
successful painter of public figures. In addition to his portrait of Senator
Allison, Reaser executed likenesses of Senator Carroll Smalley Page,
held by the Statehouse of Vermont; Secretary of Agriculture James
Wilson, located at the State Historical Society of Towa in Des Moines;
and Rutgers University President Merrill Edward Gates, owned by
Ambherst College in Massachusetts.

Iowa Senator William Allison.

(Library of Congress, Prints and Photographs Division)
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William Allison
Wilbur Aaron Reaser (1860-1942)

QOil on canvas, ca. 1908

41% x 33% inches (105.7 x 85.4 cm)

Signed (lower right corner): W.A. REASER

Purchased by the Joint Committee on the Library, 1909
Cat. no. 32.00004
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America’s First Moon Landing

(July 21, 1969)

Apollo 11, which was launched into
space from the Kennedy Space Center,
Florida, began its epic voyage to the
Moon on July 16, 1969. On board were
Commander Neil A. Armstrong, Lunar
Module Pilot Edwin E. "Buzz” Aldrin, Jr.,
and Command Module Pilot Michael
Collins. After 24 hours in lunar orbit, the
command/service module, Columbia,
separated from the lunar module, Eagle.
Armstrong and Aldrin began their descent
to the lunar surface in the Eagle while
Collins stayed behind to pilot the
Columbia. The lunar module touched
down on the Moon at Tranquility Base on
July 20, 1969, at 4:17 p.m. EDT. Arm
strong reported, “The Eagle has landed.”

At 10:56 P.M., Armstrong stepped
onto the lunar surface, becoming the first
person to walk on the Moon. “That's one
small step for man, one giant leap for
mankind,” declared Armstrong. Aldrin
then followed Armstrong, and the two men
conducted a variety of tasks and experi
ments. They later rejoined the Columbia,
and the entire crew returned to Earth,
landing in the Pacific Ocean southwest of
Hawaii on July 24. The Apollo 11 mission
was the culmination of a decade of human
space exploration.

The space program and the dream
of landing a man on the Moon gained
momentum during the 1960s, following
President Kennedy’s historic speech
before Congress on May 25, 1961. On
that day, Kennedy proposed: “I believe
that this Nation should commit itself to
achieving the goal, before this decade is
out, of landing @ man on the moon and-
returning him safely to the earth.”! Five
months and 10 days before the end of the
decade, Armstrong and Aldrin fulfilled
Kennedy’s goal for the nation.
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his oval mural commemorating America’s Moon landing

embellishes the Brumidi Corridors in the Senate wing of the

Capitol. The mural’s three main elements are: the rocket that

propelled the astronauts into orbit; astronauts Neil Armstrong

and Buzz Aldrin planting the United States flag on the Moon,
with the lunar module Eagle in the background and the space capsule
Columbia circling the Moon; and a view of Earth as seen from the Moon.
Although the Eagle landed on the Moon in the afternoon of July 20,
Armstrong and Aldrin did not erect the flag until the next morning, which
explains why the scene is dated July 21, 19609.

Muralist Allyn Cox painted the work. The son of artists Kenyon
and Louise King Cox, Allyn Cox was born in New York City. He was
educated at the National Academy of Design and the Art Students League
in New York, and the American Academy in Rome. Cox began receiving
commissions for murals after his return from Italy in 1920. His earliest
public works are in the collections of the William A. Clark Library in
Los Angeles and the University of Virginia Law School in Charlottesville.

In 1972 the U.S. Senate Commission on Art directed that a mural
commemorating the Moon landing be commissioned and placed in the
Capitol’s Brumidi Corridors, which were originally decorated between
1857-78 by Italian-born fresco painter Constantino Brumidi, who left
several areas unfinished. In 1974 Cox prepared and submitted his design
for America’s First Moon Landing, July 21, 1969. He received advice
and assistance on artistic and technical decisions from museum
professionals at the National Aeronautics and Space Administration
(NASA), the Smithsonian Institution’s National Air and Space Museum
and National Portrait Gallery, and the U.S. Capitol. Cox executed the
final work on canvas in his studio and in April 1975 the mural was
completed and installed.

Earlier, in 1952, Cox rendered scenes to fill out the last three panels
of the panoramic frieze in the Capitol Rotunda. From 1973 until his retire-
ment in 1982, Cox painted the ceilings of the Capitol’s first floor House
corridors with scenes depicting the development of Congress and the
growth of the nation. This work was completed by his assistant, Clifford
Young. In remarks in the Congressional Record that year, Cox was hailed
as “the American Michelangelo” for his Capitol murals.! The artist is also
represented in the U.S. Senate by a portrait of Henry Clay (p. 72) in the
Senate Reception Room.
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America’s First Moon Landing, July 21, 1969
Allyn Cox (1896-1982)

Oil on canvas applied to wall, 1975

34 x 18 inches (oval) (86.4 x 45.7 cm)

Signed (lower right): Allyn Cox

Commissioned by the U.S. Senate Commission on Art, 1974
Accepted by the U.S. Senate Commission on Art, 1975

Cat. no. 35.00001
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Chester Alan Arthur

(1829-1886)

The 21st president of the United States,
Chester Alan Arthur held no elective office
before his selection as James Garfield’s
vice president on the Republican ticket.
Arthur, a lawyer, was active for many
years in party politics. He had served as
quartermaster general of the New York
state militia during the Civil War. In 1871
President Ulysses S. Grant appointed
Arthur collector of the Port of New York,
a position he held for seven years until
the Hayes administration ousted him for
failure to carry out reforms.

Arthur was selected as Garfield’s
running mate in the 1880 presidential
election in an effort to win New York elec-
toral votes and to pacify certain elements
within the party. Arthur served as the
20th vice president for only a few months
when a deranged assassin shot Garfield,
mortally wounding him. Garfield died on
September 19, 1881 and the following
day Chester A. Arthur assumed the presi
dency. Despite a background in machine
politics, the new president championed
the Civil Service Reform Act of 1883,
and his administration won recognition
for honest, efficient government. The-
Republican Party, unhappy with Arthur’s
failure to adhere to partisan principles,
refused to renominate him in 1884.-
Within two years of leaving the White
House, the former president fell ill and
died at the age of 57.
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hester A. Arthur had just completed his presidential term

in 1885 when the Senate adopted the resolution establishing

the Senate’s Vice Presidential Bust Collection. As a former

vice president, Arthur was consulted and asked to name

a sculptor to model his likeness, with the proviso that he
choose an artist from New York State. Arthur asked that the renowned
Augustus Saint-Gaudens, then at the height of his artistic career, execute
his likeness. Initially Saint-Gaudens declined the commission, which was
offered for the $800 standard fee determined by the Senate. After Arthur’s
premature death that same year, however, Saint-Gaudens reconsidered
and in July 1887 agreed to sculpt the bust.

It is regrettable that Saint-Gaudens hesitated because the bust has
the appearance of a posthumous portrait; life sittings would surely have
improved the result. But during the years 1886 to 1892 the sculptor was
engaged in a rush of work, including some of the finest he created. In
1887 his standing portrait of Abraham Lincoln was unveiled in Chicago’s
Lincoln Park and The Puritan was formally presented in Springfield,
Massachusetts. Saint-Gaudens also was working on the figure (often
called Grief) for the Adams Memorial in Washington, D.C.’s Rock Creek
Cemetery. Saint-Gaudens wrote to Architect of the Capitol Edward Clark
in July 1887 concerning the press of other business. Regarding the Arthur
bust the artist wrote that he could “make no promise as to the date at
which I can deliver it.”

As a result of these circumstances, the commission was something
of an afterthought that was not pondered and labored over in the sculptor’s
customary way. Even though the bust is a competent work that more than
holds its own in the Senate Chamber gallery, it might be called a “noble
abstraction.” The simplicity of the broadly disposed costume (wide-lapeled,
double-breasted coat; demure cravat with stickpin; and wing collar) and
the proportionately broad, frontal bust combine for a dignified effect. When
these characteristics are extended to the head, however—where little
incident is revealed in the smoothly modeled face, moustache, or hair;
the eyes have no directed gaze; and the expression is empty—dignity turns
toward monotony. The bust looks noticeably more impressive when seen
from a lower vantage point, which, of course, is usually the case in the
Senate gallery.
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Chester A. Arthur

Augustus Saint-Gaudens (1848-1907)

Marble, 1891

30 x 29 x 15% inches (76.2 x 73.7 x 40 cm)

Unsigned

Inscribed (centered on front of base): ARTHUR
Commissioned by the Joint Committee on the Library, 1887
Accepted by the Joint Committee on the Library, 1892

Cat. no. 22.00020
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Chester Alan Arthur—com‘mued
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Nearly five years elapsed between the artist’s formal acceptance
of the commission and the Senate’s receipt of the completed bust. The
work was delivered to the Capitol in early 1892 and placed in a gallery
niche in the Senate Chamber.

Augustus Saint-Gaudens is considered one of America’s preeminent
artists. He profoundly influenced the course of sculpture in this country
by rejecting the formality of the neoclassical ideal and creating an original
American style—one of heroic realism. He brought the medium of bronze
to new heights, and his portrait reliefs were brilliantly modeled and
unrivaled. His collaboration with various architects established a unique
approach to outdoor monuments that incorporated multiple-figure com-
positions within a distinct architectural framework. His early art training
included an apprenticeship as a young boy with a cameo carver, classes
at the Cooper Union and at the National Academy of Design in New
York City, and studies in Paris at the Petite Ecole and later at the Ecole
des Beaux-Arts. His first major commission, the Farragut Monument
in New York City, established Saint-Gaudens as a dominant force in
American art, a position he held throughout the late 19th century. Other
public commissions followed, culminating in what is considered his
masterpiece, the Robert Gould Shaw Memorial in Boston. Although
gravely ill during his last years, Saint-Gaudens was still able to create
such notable works as the Stevenson Memorial at Saint Giles’s Cathedral
in Edinburgh, and the beautiful ten- and twenty-dollar Liberty gold coins.
The artist is further represented in the Senate by a bust of Chief Justice
Roger B. Taney (p. 356).
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Augustus Saint-Gaudens with his model
of The Puritan, completed in 1887, the
same year he was commissioned to
sculpt the Senate’s bust of Vice President
Chester A. Arthur.

(U.S. Department of the Interior, National Park Service,
Saint-Gaudens National Historic Site, Cornish, NH)

Catalogue of Fine Art ‘ 21




Aysh-ke-bah-ke-ko-zhay, or Flat Mouth

(ca. 1774-ca. 1860)

A powerful Ojibwa, or Chippewa, chief
in the Leech Lake area of present-day
Minnesota, Aysh-ke-bah-ke-ko-zhay, or Flat
Mouth, visited the nation’s capital in 1855
as a member of the Indian delegation from
the Midwest. The tribal leaders were
brought to Washington to negotiate land
treaties. Aysh-ke-bah-ke-ko-zhay spoke on
behalf of his people in negotiating the ces-
sion of more than ten million acres in
north-central Minnesota—a land package
that included the headwaters of the Missis-
sippi River. The Native Americans received
more than one million dollars in funds and
services, but aspects of this cession and
others in the region continued to figure
in government discussions with Native
Americans for the next hundred years.
Aysh-ke-bah-ke-ko-zhay (other English
spellings are also known) means “bird with
the green bill” in the Ojibwa language.
“Flat Mouth” did not derive from this
native name but was instead an English
translation of the nickname “Gueule
Platte,” applied by early French traders. In
1911 Smithsonian Institution ethnologist
James Moody characterized the great
leader as “probably the most prominent
Ojibwa chief of the upper Mississippi
region from at least 1806, when he held
council with Lieutenant [Zebulon]
Pike . . . probably to his death, which
seems to have occurred about 1860.”

Aysh-ke-bah-ke-ko-zhay in 1855.

(Minnesota Historical Society)
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hile on delegation business in Washington, D.C., in

1855, Aysh-ke-bah-ke-ko-zhay, together with his col-

league, Besheekee, sat for a portrait in clay by

sculptor Francis Vincenti, who was then working

on decorations for the extension to the U.S. Capitol.
Seth Eastman, a U.S. Army artist then assigned to the Indian Bureau
(p. 128), brought the two Native American leaders to the Capitol. A key
purpose of the portraits was to provide lead sculptor Thomas Crawford
with realistic models for depictions of Native Americans in sculptural
groups. Aysh-ke-bah-ke-ko-zhay was probably about 81 years old when
he posed for Vincenti.

Vincenti’s treatment of Aysh-ke-bah-ke-ko-zhay—unlike his bust of
Be sheekee—is primarily descriptive of appearance, less concerned with
the animating spirit. The eyeballs are blank, not drilled; the mouth benign;
and great attention has been given to the grand nose and curiously
emphatic lower lip that, one assumes, gave the chief his nickname. The
upper ears are slit and simply ornamented. His blanket is also more simply
conceived than that of Be sheekee, and the horizontal turban would not
particularly attract the eye were it not for the startling braidlike material
that appears to gush like a fountain from both sides of the turban. The
young Capitol sculptor Lot Flannery years later recalled seeing Vincenti
at work on this bust—both as it was being modeled during sittings at
Wren’s Hotel and then as it was being carved about 1855.

In addition to what has been written about Vincenti in the entry
on Be sheekee (p. 38), a few facts or surmises may be added to his brief
history. His Italian first name was probably Francesco. He is known to
have worked on the Capitol decorations from 1853 to 1858. For his work
on the two portrait busts he was paid six dollars a day from building
construction funds. Though this might seem an inconsequential reward
(Sarah Ames, for example, would be paid $1,500 for her bust of Lincoln
just 12 years later), it should be understood that Vincenti was being paid
as an exceptionally skilled artisan, not as an artist. Captain Montgomery
C. Meigs, superintendent of the Capitol extension, confirms this in a letter
written to Vincenti on October 17, 1854. The letter, apparently in response
to Vincenti’s proposal to travel to Italy to import additional skilled stone-
cutters for work on the Capitol, states: “Let them understand that skillful
workmen get from $2.50 to $2.75 per day of ten hours work, and that
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this is to be the inducement. .. .”!
Compared with those wages, Vin-
centi was well paid.

After his work on the Capitol,
Vincenti went south to Richmond,
Virginia, where he worked for the
Richmond-born Edward Valentine
for a time. Some years later, Valen-
tine reported encountering Vincenti
in Paris. Vincenti may have been
among the many stone carvers and
sculptors who worked on Parisian
projects ordered by Napoleon III
and his Prefect Baron Georges-
Eugéne Haussmann, particularly
the new opera house that was con-
structed and decorated between
mid-1861 and 1869.

For many years, the identities
of both the subject and the artist
of this bust remained unknown.
Early in the 20th century, the archi-
tect of the Capitol conferred with
anthropologists at the Smithsonian
Institution in Washington, D.C.
Inquiries among elderly Ojibwa in
Minnesota confirmed the bust as
a portrait of Aysh-ke-bah-ke-ko-
zhay, whose turban and pierced
ears with silver pendants indicated
an Ojibwa man of high rank. At the
same time, sculptor Flannery
relayed his memories of Vincenti
working. With the bust’s identity
confirmed, the architect provided
a suitable marble pedestal.

Aysh-ke-bah-ke-ko-zbhay, or Flat Mouth

Francis Vincenti (dates unknown)

Marble, modeled 1855, carved 1855-1856

22% x 21% x 14% inches (57.8 x 54.9 x 36.8 cm)

Unsigned

Purchased by the U.S. government with funds appropriated
for the extension of the United States Capitol, ca. 1856

Cat. no. 21.00001
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Howard Henry Baker, Jr.

(born 1925)

Howard Henry Baker, Jr., was the first
popularly elected Republican senator from
Tennessee, serving in the U.S. Senate
from 1967 to 1985. Born in Huntsville,
Tennessee, Baker joined the U.S. Navy
during World War Il and later practiced
law in his home state. For most of his life
he was surrounded by politicians—both his
father and his stepmother served in the
U.S. House of Representatives. His father-
in-law, Everett McKinley Dirksen, was a
member of both the U.S. House of Repre-
sentatives and the U.S. Senate, where he
served as Senate minority leader from
1959 to 1969.

Elected to the U.S. Senate in 1966,
Baker quickly rose through the ranks. His
calm and witty style gained him public
recognition when he served as vice chair-
man of the Senate Select Committee on
Presidential Campaign Activities, also
known as the Senate Watergate Com-
mittee. He is remembered for having
pointedly asked, “What did the president
know and when did he know it2”! In
1977 Baker was elected Senate minority
leader. The following year his persuasive
demeanor was instrumental in the pas-
sage of the Panama Canal Treaty, which
called for the gradual transfer of the
canal to Panama.

Baker was a candidate for the Repub-
lican presidential nomination in 1980 but
lost to Ronald Reagan. He became majority
leader in the new Republican-controlled
Senate, but he did not seek reelection in
1984. Instead, he returned to Tennessee to
practice law. Although Baker considered a
second run for the presidency, he put aside
those personal ambitions in 1987 to serve
the Reagan administration as White House
chief of staff. He then returned to private
law practice in Tennessee and Washington,
D.C. In 1996, after the death of his first
wife, Joy Dirksen, he married Nancy
Landon Kassebaum, then a senator from
Kansas. In 2001 he was appointed U.S.
ambassador to Japan. Senator Baker is an
avid photographer, and has published two
books illustrating his work.-
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n Howard Baker’s retirement from the Senate in 1985, the

principal entrance to the Republican leader’s suite in the

Capitol (§-230) was designated the Howard H. Baker, Jr.,

Room by Senate resolution. One year later The Dirksen

Congressional Center in Pekin, Illinois, lent this portrait
of Baker by Herbert Abrams for display in the suite. Abrams had completed
the portrait in 1984, although he later modified it on several occasions.
In the painting Baker is shown seated in the Old Senate Chamber, the
historic meeting place of the Senate from 1810 to 1859.

In 1999 the Senate Commission on Art created the Senate Lead-
ership Portrait Collection to honor presidents pro tempore and majority
and minority leaders. Interest in memorializing Senate leaders had been
sparked by the Leader’s Lecture Series, in which former leaders share
their insights with current and past members of the Senate. Senator Baker
was the honored guest at the leader’s lecture in 1998 when he spoke
about his years as majority leader. Although the Senate already owned
several paintings of former leaders, Abrams’s likeness of Baker was the
first piece acquired after the Senate Leadership Portrait Collection was
officially established; The Dirksen Congressional Center donated it to
the Senate in 2000.

Abrams is a noted portraitist who has been awarded numerous com-
missions in the Washington, D.C., area. He is represented in the White
House collection with paintings of Presidents Jimmy Carter and George
H.W. Bush, as well as First Lady Barbara Bush. Other portraits by the
artist include Congressman John Rhodes of Arizona in the U.S. House
of Representatives, Secretary of the Treasury Donald Regan at the Trea-
sury Department, and Generals William C. Westmoreland and Bruce
Palmer, Jr., at the Pentagon in
Arlington, Virginia. Abrams’s
portrait of Senator James
Eastland (p. 100) is also in the
Senate Collection.

Promising an “objective and even-
handed” investigation, Senator
Howard Baker, left, casts his vote with
Senator Sam Ervin, right, during the
1973 Senate Watergate hearings.

(U.S. Senate Historical Office)
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Howard Baker, Jr.
Herbert Elmer Abrams (born 1921)

QOil on canvas, 1984

49Y x 39% (125.7 x 100.3 cm)

Signed and dated (lower right corner): Herbert E / Abrams* / "84
Gift of The Dirksen Congressional Center, 2000

Accepted by the U.S. Senate Commission on Art, 2000
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Alben William

(1877-1956)

Known affectionately as “The Veep” both
during and after his years as vice presi-
dent of the United States, Alben William
Barkley also served as a U.S. representa-
tive and senator from his home state of
Kentucky. Born near Lowes, in Graves
County, Barkley was elected to the U.S.
House of Representatives in 1912 after
serving as prosecuting attorney and judge
in McCracken County. He remained in the
House until his election to the U.S. Senate
in 1926.

A staunch Democrat who was much
beloved for his humor and goodwill,
Barkley was Senate majority leader from
1937 through 1947 and minority leader
from 1947 to 1949. As Harry S. Truman's
running mate, he was elected the 35th vice
president on the Democratic ticket in 1948.
Following his term as vice president,
Barkley returned to the Senate, where he
represented Kentucky until his death in
1956. His years in the Senate exceeded
those of any other Kentuckian.
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Barkley

on of Kyosti Kallio, a popular Finnish president, Kalervo Kallio
studied art in Helsinki, Paris, and Rome. He gained early recog-
nition for his portrait busts, including one of Jean Sibelius, the
great Finnish composer of “Finlandia” and other tone poems
on national subjects.

Kallio came to the United States in 1949. That year he won an inter-
national sculpture competition for a memorial bust of James Forrestal,
the nation’s first secretary of defense, for placement in the new military
headquarters building, the Pentagon. Washington, D.C., became Kallio’s
permanent address. Alben Barkley and a host of American notables sat
for him, including former Presidents Herbert Hoover and Harry S. Truman,
scientist Albert Einstein, and labor leader John L. Lewis. Praising Kallio’s
talent for producing dramatic likenesses, Time magazine wrote of the
sculptor in 1951: “Petrified history, not self-expression, is his province,
and he commands it well.”!

In 1957 the Senate formally commissioned a portrait bust of Barkley
for the Vice Presidential Bust Collection. When the bust was unveiled
on April 29, 1958, Lyndon Johnson, then Senate majority leader, spoke
in remembrance of “The
Veep.” His words also might
have applied to the artist who
commemorated the vice pres-
ident. Said Johnson, “He had
the rare gift of looking into
the heart of his fellowmen.”?

Jane Hadley Barkley unveils the bust of
her late husband at ceremonies held at
the Capitol, 1958.

(Reprinted from The Washington Post, April 29, 1958, by
permission of the D.C. Public Library)
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Alben W. Barkley
Kalervo Kallio (1909-1969)

Marble, modeled 1957, carved 1958

27% x 25 x 147% inches (70.5 x 63.5 x 37.8 cm)

Signed (under subject’s truncated left arm): Kalervo Kallio

Commissioned by the Senate Committee on Rules and Administration, 1957
Accepted by the Senate Committee on Rules and Administration, 1958

Cat. no. 22.00035

Catalogue of Fine Art 27




Isaac Bassett

(1819-1895)

Isaac Bassett began his Senate career in
December 1831, at the age of 12, when
he was appointed by Daniel Webster to
serve as the institution’s second page. Bas-
sett’s father, Simeon Bassett, was a Senate
messenger at the time, and young Isaac
frequently accompanied him to the U.S.
Capitol. Isaac Bassett later recalled, “on
one of these visits . . . Daniel Webster
called me to him and took me up in his lap
and . . . said to me: ‘My little man, would
you like to be made a page?’”

Promoted to messenger in 1838 and
to assistant doorkeeper in 1861, Bassett
worked in the Senate Chamber, attending
nearly every legislative session until his
death in 1895. He was deeply esteemed
by senators and fellow employees alike for
his discreet, faithful, and dedicated service.
“| have tried to do my duties and act hon-
estly,” he wrote, and for this the Senate
honored him with gifts and testimonials on
several occasions. By the 1880s the elderly
Bassett, with his long gray beard and dig-
nified bearing, had become an icon of the
gentlemanly, statesmanlike qualities that
represented the Senate at its best. He was
a willing subject for newspaper reporters,
cartoonists, and photographers, always
ready to regale anyone who would listen
with stories of the Senate in “olden times”
and of the great men who had served then.

Bassett’s most abiding legacy to the
Senate is the manuscript he left behind at
his death, which provides an unparalleled
view into the institution during the 19th
century. Hoping to have a memoir of his
Senate experiences published posthu-
mously “to give the public the benefit of
these years of observation among public
men,” he made copious notes and com-
piled a rich array of newspaper clippings
describing the Senate’s people, traditions,
and procedures. The book was never
published. However, the manuscript
survived, faithfully preserved by Bassett’s
descendants and eventually donated to
the U.S. Senate.
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n 1876 members of the Senate commissioned artist Freeman Thorp

to paint a portrait of Isaac Bassett as a “testimonial of their per-

sonal regard and of their high appreciation of the intelligence,

the promptness, the accuracy, and the conscientious fidelity” that

had exemplified Bassett’s 45 years of service up to that point.
In his memoirs Bassett himself describes the simple, touching pres-
entation ceremony:

Soon after the adjournment of the Senate on the 3rd day of August 1876, Mr. Ferry, the
President of the Senate, came up to me and said, “Captain, I want to see you for a few
minutes in the Marble Room.” I, in my usual way, said, “Certainly, sir,” and made a polite
bow. He then put his arm in mine and led me to the Marble Room, and to my surprise,
I saw quite a crowd. He turned my attention to a portrait that had been covered over
and made this remark, “Look at that picture and see if you can recognize it.” I must

confess that I never was so embarrassed in my life before. ... T knew not what to say,

for I was taken by surprise, not knowing that any such thing was in contemplation; it

was kept a perfect secret from me.... How can I express my kindness to all of the

senators? Words cannot do it; my heart overflows with gratitude to them all.

Exactly how Thorp completed the painting without arousing Bassett’s
suspicions is unknown. Perhaps the artist worked from a photograph,
because there is an existing image of Bassett that resembles the painting.
In 1991 Elizabeth Rummel Crosby, Isaac Bassett’s great-granddaughter,
donated the painting of Bassett to the
U.S. Senate.

Thorp was born in Ohio and
worked extensively in photography
before turning to oil painting. Over
the years he executed a number of
portraits of prominent individuals,
including the Senate’s painting of
Abraham Lincoln (p. 262). Seven of
Thorp’s works are also located in the
House wing of the Capitol.

Isaac Bassett was photographed
at Mathew Brady’s Pennsylvania
Avenue studio, date unknown.

(U.S. Senate Collection, Gift of Ms. Anjanette
Vail Van Horn)
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Isaac Bassett

Freeman Thorp (1844-1922)

Qil on canvas, 1876

29% x 24% inches (74.9 x 62.2 ¢cm)

Signed and dated (lower right): Thorp / 1876

Gift of Elizabeth Rummel Crosby (great-granddaughter of Isaac Bassett), 1991
Accepted by the U.S. Senate Commission on Art, 1991
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The Battle of Chapultepec

(September 13, 1847)

Toward the end of the Mexican War
(1846-48), U.S. forces marched into the
interior of Mexico, intent upon capturing
the capital city. The western approach to
Mexico City was protected by Chapul

n 1857, as part of Captain Montgomery C. Meigs’s program to
decorate rooms in the newly constructed Capitol extension, James
Walker was commissioned to recount in oil on canvas the Amer-

ican capture of the Mexican fortress at Chapultepec. The

tepec, a fortified hill that rose some
200 feet above the city plain.

Atop this rocky bluff stood the fortress
of Chapultepec, once a palace, but now

commission’s execution was briefly delayed when
Congress passed a bill requiring that all works of art for

the extension be selected by a commission of three
used as the Mexican military academy. On
the morning of September 13, 1847, after
a day’s bombardment, General Winfield

Scott ordered American troops to storm the

distinguished artists and approved by the Joint Com-
mittee on the Library. The project proceeded, how-
ever, and the painting was delivered to the Capitol

in 1862. Walker received $6,137.37 for his work.

fortification. By mid-morning, General
Nicolds Bravo and his Mexican troops

remaining in the citadel, including the
cadets of the academy, capitulated. Six

of the teenage cadets, who chose death
rather than surrender, are honored for
their courage to this day in Mexico as the
Nifios Héroes (boy heroes). Mexico City
fell on September 14, and the war soon
ended. U.S. Marines still wear a red stripe
on the trousers of their dress uniform to

commemorate the Battle of Chapultepec.

Evidence suggests that the picture was originally
commissioned for use in the meeting room of the
House Military Affairs Committee. However, with
the decision to engage Seth Eastman to create the
series of fort pictures for that space, The Battle of
Chapultepec was relocated to the west staircase
of the Senate wing. In 1982 the painting was
loaned to the Marine Corps Museum at the Wash-

ington Navy Yard in Washington, D.C.

Born in England, artist James Walker spent
most of his life in New York City but was living
in Mexico City at the outbreak of the Mexican War.

He was forced into hiding for six weeks until he

eventually made his way behind American lines. Walker subsequently
served as an interpreter for U.S. troops and was present at the storming
of Chapultepec. Therefore, he was uniquely qualified to undertake this
commission. His composition shows the consultation between General
John Anthony Quitman, who led the storming of Chapultepec, and the
officers of his advanced division prior to the attack. Walker’s treatment
of details, including military uniforms, is highly accurate. His other
military history paintings include 7he Battle of Lookout Mountain and
The Battle of Gettysburg.

This 1892 engraving shows The Baitle of
Chapultepec as it hung in the west grand
staircase in the Senate wing until 1961.

(Reprinted from Barksdall, A Hand-book of Washington.
Philadelphia: Allen, Lane & Scott, 1892)
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The Battle of Chapultepec (Storming of Chapultepec)
James Walker (1819-1889)

QOil on canvas, 1858

93 Y% x 210 inches (canvas) (237.5 x 533.4 cm)

Signed and dated (lower left): James Walker 1858

Commissioned with funds appropriated for the extension of the United States Capitol, 1857
Accepted by the U.S. government, 1862

Cat. no. 33.00010
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The Battle of Fort Moultrie

(June 28,1776)

Just days before the signing of the Declara-
tion of Independence in 1776, the Battle of
Fort Moultrie (then known as Fort Sullivan)
resulted in a significant American victory
over the British. Earlier that year, a crude
palmetto-log fort had been built on Sul-
livan’s Island as a first line of defense for
Charleston, South Carolina. On June 28,
the formidable British fleet, under the
command of Sir Peter Parker, attacked.

The small American force, led by Colonel
William Moultrie, held its position despite
all-day shelling. Moultrie later described the
scene as “one continual blaze and roar;
and clouds of smoke curling over. . . for
hours together.”! Even though the British
had far superior firepower at their disposal,
the spongy palmetto logs and sand that
comprised the American fort absorbed
most of the enemy shells before they could
explode. During the bombardment, the fort's
flag—a distinctive silver crescent on a blue
field—was shot down by the British.
Ignoring heavy gunfire, Sergeant William
Jasper retrieved the standard and replanted
it on the fort's rampart. At nightfall, the
defeated British withdrew.

The American victory ensured the
safety of the port of Charleston and won
many people over to the patriot cause.
Before this battle, General George
Washington had had little success in the
North. The American triumph at Sullivan’s
Island showed that the South could wage
a successful campaign. It stood as a sym-
bolic declaration of independence from
the British, preceding the signing of the
actual document by less than a week.

Soon after the victory, the fort was
renamed in honor of William Moultrie,
who was later promoted to general. John
Rutledge, then president of the South
Carolina assembly, presented Sergeant
Jasper with his dress sword for his bravery
and offered him an officer’s commission.
Jasper, however, declined the commission
as inappropriate for a man of humble ori
gins. The blue and silver crescent flag that
Jasper replanted during the battle later
served as the inspiration for the South
Carolina state flag.
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ohn Blake White’s The Battle of Fort Moultrie “portrays in a

spirited manner the famous battle . . . fought and won against a

formidable British fleet. . . just six days prior to the Declaration

of Independence,” wrote Octavius White, the artist’s son.

Octavius White donated this work to the U.S. Senate in 1901.
He gave it to the nation, he said, “that the sons may know how their
fathers fought to secure the precious boon of liberty.”!

The painting presents a view of the battle from inside the Amer-
ican fort, with the British fleet firing at full force in the background. The
artist inserted portraits of William Moultrie and Francis Marion in the right
center foreground. William Jasper is seen defending the fort’s flag. At the
center background, along the perimeter wall of the fort, is the artist’s own
father, Blake Leay White, who is thought to have participated in the battle.
White based his portraits on existing likenesses in South Carolina family
collections and on his memory. According to White family tradition, the
artist’s father and General Marion, known as the “Swamp Fox,” owned
adjoining plantations. The young artist, it was said, would sit on Marion’s
knee during visits.

In 1899 Octavius White had presented three other Revolutionary
War paintings by his father to the Senate: Sergeants Jasper and Newton
Rescuing American Prisoners from the British (p. 202), General Marion
Inviting a British Officer to Share His Meal (p. 268), and Mrs. Motte
Directing Generals Marion and Lee to Burn Her Mansion to Dislodge
the British (p. 290). Although White drew inspiration for these works
from a biography of Francis Marion as recounted by Parson Mason Locke
Weems, the artist’s source for the Fort Moultrie painting is less clear.

John Blake White was born in Eutaw Springs, South Carolina. He
studied law in Charleston and in 1800 traveled to England to pursue an
art career under the guidance of American artist Benjamin West. White
returned to the United States three years later and continued to paint
historical subjects, portraits, and miniatures. His work was exhibited at
the Boston Athenaeum, New York’s National Academy of Design, the Apollo
Association for the Promotion of the Fine Arts, and the South Carolina
Institute, where he received a medal for best historical painting. He was
a founder of the South Carolina Academy of Fine Arts. Although White
never gained the artistic recognition he desired, he painted in his leisure
time until about 1840, while practicing law in Charleston. He also served
in the South Carolina state legislature and wrote several plays.
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The Battle of Fort Moultrie
John Blake White (1781-1859)

Oil on canvas, 1826

2 inches (80 x 125.7 cm)
Signed and dated (lower right corner): B. White / 1826
Gift of Octavius A. White (son of the artist), 1901

Accepted by the Joint Committee on the Library, 1901
Cat. no. 33.00004
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Note fo the reader: A key to the painting The
Battle of Fort Moultrie by John Blake White can
be found in the appendix of this catalogue.




The Battle of Lake Erie

(September 10, 1813)

“We have met the enemy and they are
ours—two ships, two brigs, one schooner
and a sloop.” With this simple victory mes-
sage to General William Henry Harrison,
commander of the U.S. forces in the North-
west Territory, Commodore Oliver Hazard
Perry announced his defeat of the British
fleet at the Battle of Lake Erie. This battle,
one of the most unusual in American naval
history, ensured American control of the
Great Lakes during the War of 1812 and
secured the country’s tenuous hold on

the Northwest.

Commodore Perry’s victory was quickly
enshrined as one of the heroic military
events of the early American Republic. The
famous engagement on September 10,
1813, was initiated by Perry’s flagship
Lawrence, named after James Lawrence, the
commander of the recently captured Chesa-
peake. Lawrence’s dying words, “Don’t give
up the ship,” inspired the nation and Perry.
Those words were stitched onto Perry’s
battle flag, which flew over the Lawrence.
As the battle began, Perry placed the
Lawrence at the head of his fleet. The
Caledonia and the Niagara, as well as six
other ships of various sizes, fell in behind.
For reasons that have never been deter-
mined, the faster Niagara remained behind
the slower Caledonia, and the Lawrence
sailed into the battle virtually unsupported.
Perry was then forced to fight the entire
British fleet with only the Lawrence.

After an intense bombardment of two
and a half hours, the Lawrence fought the
British fleet to a standstill, though the ship
itself was severely damaged and four-fifths
of its crew were killed or wounded. In a
daring move, Commodore Perry aban-
doned his shattered ship and climbed into
a rowboat with four crewmen. He took with
him his battle flag, which he draped over
his shoulders. The boat set out for the brig
Niagara, braving heavy gunfire. Perry
boarded the ship, took command, and
turned the Niagara directly toward the
British ships. The encounter was confusing
and bloody, but brief. The damaged British
flagship Detroit attempted to swing around,
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illiam Henry Powell, an Ohio artist who had

studied with Henry Inman in New York City,

received a coveted commission in 1847: the last

of the historical paintings for the U.S. Capitol

Rotunda. His subject, Discovery of the Mississippi
by De Soto A.D. 1541, was completed in 1853. As Henry Tuckerman
wrote in his 1867 Book of the Artists, it was “a commission bestowed
upon him rather in deference to his Western origin than because of
priority of claim in point of rank or age.”' That is, the new political
clout of the Northwest Territory had made itself felt. This national suc-
cess led his home state to commission Powell in 1857 to paint Perry’s
Victory on Lake Erie for the rotunda of the Ohio Statehouse in Columbus.
The work was completed in his New York City studio. The artist let it
be known that he had used as models men from the Brooklyn Navy
Yard and had sought authenticity in all the nautical details of the picture,
an effort for which he was praised. The picture was installed in Columbus
in 1865, whereupon the Joint Committee on the Library commissioned
Powell, on March 2, 1865, for a painting “illustrative of some naval
victory,” to be placed at the head of the east stairway in the Senate
wing of the Capitol.? It seems certain that he was expected to repeat
his Ohio Statehouse subject on a larger scale. He did so, painting it in
a temporary studio inside the U.S. Capitol and completing it in 1873.
For this version, it appears that Powell used as models workers then
employed at the Capitol.

Powell chose as his subject the moment when Perry made his way
from his severely damaged flagship, the Lawrence, in a rowboat through
enemy fire to the Niagara. Powell enlarged the crew of the boat, showing
six oarsmen, a helmsman, Perry, and Perry’s 13-year-old brother,
Alexander, who served as Perry’s midshipman. Sources do not agree on
whether Alexander in fact accompanied his brother in the rowboat, but
it must have seemed an irresistible addition. In the painting, Alexander
grasps his brother’s coat as if to pull him to sit, as the helmsman also
urges with a gesture. Perry does not carry his battle flag; the artist chose
instead to fly the Stars and Stripes from the boat’s bow. This is stirring,
if inaccurate, as the “colors” were not taken from the Lawrence. One
of the oarsmen is an African American. Although Tuckerman identifies
him as “Perry’s black servant, Hannibal,” who responds to a near-hit in
“evident consternation,” his inclusion is more likely dictated by the date
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Battle of Lake Erie
William Henry Powell (1823-1879)

Oil on canvas, 1873
201% x 319 % inches (510.9 x 811.5 cm)
Signed and dated (lower left corner): W.H. Powell. / 1873

Inscribed (centered at top of frame, on central crest): We have met the enemy and they are ours / Oliver H. Perry
Inscribed (centered at bottom of frame, on cartouche): BATTLE OF LAKE ERIE / September 10th / 1813 / painted / by / W.H. Powell

Commissioned by the Joint Committee on the Library, 1865
Accepted by the Joint Committee on the Library, 1873
Cat. no. 33.00008

of the painting—immediately post-Civil War and emancipation—than by
the reality of 1813.3

In addition to the heroic figures in the rowboat, Powell shows three
figures on the abandoned Lawrence, along with a dead sailor in the
flotsam between brig and boat and a doomed figure in the water at the-
right side. To judge from the flags, three British ships are clustered from
the left to the center in the background, and five American ships are
grouped from the center to the right. Many sailors are seen in those
ships. Powell’s most expressive work is found in the indistinct back-
ground, seen through gunsmoke and haze; in the water; and in the corpse
atop the tangled flotsam. Powell sacrifices spatial unity, however, by
ignoring the middle ground. Thus, the diagonal that is meant to lead
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and its rigging became entangled with that
of the Queen Charlotte, rendering both
ships helpless against the onslaught from
the Niagara. In short order, the smaller
British ships also succumbed, and a mere
15 minutes after boarding, Perry had
achieved an extraordinary victory. With

it the British supply line to the Western
frontier was severed, and within the month
the British and their Indian allies were
decisively defeated.
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The Battle Of Lake Erie—continuea

the eye from the Lawrence through the rowboat to the distant Niagara
fails to do so, despite Perry’s rhetorical pointing gesture.

Although the commodore’s heedless action of standing in the boat
had exposed him as he headed for the Niagara, “Perry’s luck” became
legendary. The heroic stance, as presented by Powell, may seem over-

William Powell’s 1865 painting, Perry’s
Victory on Lake Erie, hangs in the rotunda done to the modern viewer, but it was not out of step with dramatic
of the statehouse in Columbus, Ohio.
(Ohio Historical Society)

conventions of the period. For
example, Emanuel Leutze’s
Washington Crossing the
Delaware portrays George
Washington similarly.

The Leutze canvas was
exhibited in New York in 1851
and again in 1853, and it was
all but universally praised for
showing the hero’s deter-
mined purpose. Likewise, in
describing Perry’s action in
the earlier version of Powell’s
Perry’s Victory on Lake Erie in
the Ohio Statehouse, Tuck!
erman revels, “[Perryl—the
central figure, the soul of the
picture—is standing with out-
stretched arm, and resolute
and confident look, uncon-

scious of his handsome little
brother, who tugs at his dress, or of the deprecating
gesture of the helmsman to make him sit down and
avoid the terrible exposure, of which, in the excite!
ment of the moment, he is unaware.”*

Right:

The Battle of Lake Erie dominates the east
grand stairway of the Senate wing. Commodore
Oliver Hazard Perry’s message to General
William Henry Harrison announcing the defeat
of the British is inscribed on the walnut frame.
Detail: top of frame. Detail: bottom of frame. (1999 photograph)

36 United States Senate




M—

L L A EC T

ﬂu‘;n
. _'4. #

.'u.' -
JMMH@J




Be sheekee, or Buffalo

(ca. 1759-1855)

Born on Madeline Island in Lake Superior,
near the present-day Red Cliff reservation in
Wisconsin, Be sheekee was a distinguished
leader among the Ojibwa, or Chippewa,
people. The name “Be sheekee” —from the
Ojibwa language —was variously tran-
scribed into English; other forms appearing
in print in the 19th century include Pee-Che-
Kir, Bezhike, and Pezhiki. Americans of
English heritage called him “Buffalo” or
“Great Buffalo,” whereas the French used
“Le Beouf.”

Introduced to fur trapping as a means
of trading for European goods in the 17th
century, the Ojibwa became dependent on
a system that ultimately depleted their
resources and drove them west. Be sheekee
was chief of the La Pointe band of Ojibwa,
located on Lake Superior in Wisconsin; he
also led all the Lake Superior and Wis-
consin bands of Ojibwa during much of this
cultural transformation. The United States
government encouraged native people to
concede mineral rights, and by the 1850s
these groups were under increasing pres-
sure to relinquish most of their traditional
land and agree to live on reservations as
well. Be sheekee traveled to Washington,
D.C., in 1852 and 1855 as part of official
Native American delegations to discuss and
sign treaties with the U.S. government.
During his first visit, Be sheekee met with
President Millard Fillmore to successfully
settle a number of grievances. In 1855,
together with Aysh-ke-bah-ke-ko-zhay,
another Ojibwa chief, and 14 other Native
Americans from Minnesota and Wisconsin,
Be sheekee negotiated a land cession treaty.
He died the same year and is buried at La
Pointe (Madeline Island), Wisconsin.
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he Senate possesses a remarkable pair of busts of

Be sheekee (Buffalo) and Aysh-ke-bah-ke-ko-zhay (Flat

Mouth; p. 22) by the virtually unknown Italian sculptor

Francis Vincenti. These Native American leaders came to

Washington, D.C., in 1855 as part of a delegation respon-
sible for negotiating a treaty with the United States government. On
February 17, 1855, Captain Seth Eastman (who was also an artist;
p. 128) wrote to Captain Montgomery C. Meigs, superintendent of the
Capitol extension, that the two Ojibwa Indians were in the city and
would consent to having their portraits modeled in clay, after their
business was finished.

The request for Be sheekee and Aysh-ke-bah-ke-ko-zhay to pose
undoubtedly came from Meigs, who wished to ship some models of
Native Americans to Rome for the guidance of Thomas Crawford (p. 88),
the artist then modeling figures for the east pediment of the Senate por-
tico. (Whether the clay models or plaster casts from these two specific
works ever reached Crawford is not recorded.) Meigs wrote in his journal,
“Vincenti is making a good likeness of a fine bust of Buffalo. I think I
will have it put into marble and placed in a proper situation in the Capitol
as a record of the Indian culture. 500 years hence it will be interesting.”!
Meigs further commented about Be sheekee: “He is a fine-looking Indian,
with character strongly marked. He wore in his headdress 5 war-eagle
feathers, the sign of that many enemies put to death by his hand.”?

Vincenti was among the talented stonecutters who arrived from Italy
to work on the decorative carving for the new Senate and House wings,
which were then being constructed. Some of these men were especially
accomplished; clearly Vincenti was. A young American sculptor working
at the Capitol observed Vincenti modeling the bust of Aysh-ke-bah-ke-
ko-zhay at the Wren Hotel and afterward carving the marble bust in a
Capitol workshop, so it is likely that Vincenti modeled both busts and
carved the marbles as well. Considering that the Capitol stonecutters
generally worked from the designs of others, Vincenti’s skill at modeling
is somewhat surprising, though nothing is known of his training.

The sculpture of Besheekee was modeled from life the year the
chief died. Voucher records show that in February 1855 Vincenti paid
$5.00 to “an Indian chief—Besheke having taken his bust—in three days.”
The portrait is supported by a columnar pedestal on which, in addition
to decorative moldings, Vincenti deftly carved the image of an Ojibwa
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Be sheekee, or Buffalo

Francis Vincenti (dates unknown)

Marble, modeled 1855, carved 1856

24% x 20% x 15 inches (62.2 x 52.1 x 38.1 cm)

Inscribed (on back of subject’s left shoulder): Be sheekee

Purchased by the U.S. government with funds appropriated for the extension
of the United States Capitol, ca. 1856
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Be Sheekee, or BUffaIO—contmued

This 1843 lithograph of Be sheekee is titled
Pee-Che-Kir, A Chippewa Chief.

(Reprinted from McKenney and Hall, History of the Indian
Tribes of North America, vol. 2. Kent, Ohio: Volair, 1978)
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war shield. Behind the shield, and mostly obscured by it, appear a bow
and arrows and a rifle. The face of the shield is dominated by a peace
pipe adorned with feathers that transforms the implements of war, and
by extension the bust that surmounts it, into an emblem of peace. From
a frontal head, Besheekee’s drilled eyes direct a forceful gaze slightly
up and to his right, in an attitude of imperturbable alertness. There is
nothing of frailty in the ancient head, and Vincenti modeled the expres-
sive face firmly and broadly, even while faithfully recording the facial
idiosyncrasies. The elaborate headdress undoubtedly attests to the sitter’s
importance, as do the large ornaments suspended from the slit ears.
Feathers are attached to the back of the head, and five short cylinders
project hornlike on the crown of the head. Perhaps indicative of wooden
originals, they are shown as if strapped to the head by a band that ties
under the chin in a bow. The long braids of hair and strings of beads
are vigorously carved, animating the stoic, penetrating likeness of
Besheekee. This formidable Native American was also called Great
Buffalo, and the adjective was clearly deserved.

Documentary evidence suggests that the marble was carved in early
1856. The piece has been on view in the U.S. Capitol since its creation.
In 1858 a related portrait bust was created in bronze by sculptor Joseph
Lassalle, foreman of the Capitol’s bronze shop between 1857 and 1859.
Not a replica of the Vincenti marble, but rather a new work based closely
on the original clay model, Lassalle’s bust is displayed in the House wing
of the Capitol.

Right:

The pedestal for the bust of Be sheekee
includes a peace pipe adorned with feathers
on the Ojibwa war shield. A bow, arrows,
and rifle—other implements of war—are
also depicted.
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John Cabell Breckinridge

(1821-1875)

First elected to the U.S. House of Represen- n 1896 the Joint Committee on the Library, acting under a May

tatives from his native Kentucky af the age 13, 1886, resolution, authorized the purchase of a bust of Vice
of 29, John Cabell Breckinridge became

the country’s youngest vice president when President John C. Breckinridge. On advice from the Breckinridge

he was elected on the Democratic ticket family and Kentucky Senator Joseph Clay Stiles, sculptor James
with James Buchanan in 1856. Breckin- Voorhees was selected for the project. A year earlier, Voorhees
ridge served as the 14th vice president , i . . .

during a turbulent era dominated by the had completed the Senate’s portrait bust of Vice President Richard M.
issue of slavery. While he defended the Johnson (p. 222). His model of the Breckinridge bust was promptly
right of individuals to make their own terri- approved, and the work was soon carved in marble.

torial laws, he also counseled against Tal d d ile. Voorh . d
secession and oppeoled for national unity. alente and versati c, oornees was a writer, poet, actor, an

Following a North-South split in Democ- sculptor. He also completed studies of Thomas Jefferson and Napoleon

ratic ranks, Breckinridge was nominated Bonaparte, commissioned by the State Department for the St. Louis
for president in 1860 by the Southern , L
faction on a pro-slavery platform. After World’s Fair in 1904. For 21 years, Voorhees acted as personal secre-

losing the election, he completed his term tary to his father, Senator Daniel W. Voorhees of Indiana. The artist’s

as vice president and refurned fo Kentucky memorial bust of his father, completed as late as 1928, was created to
upon Lincoln’s inauguration. , . . .
Breckinridge then served Kentucky honor the senator’s work in support of funding a Library of Congress
in the U.S. Senate from March 4, 1861, building, which opened in 1897.
until his expulsion in December of that
year for support of the Southern cause.
Breckinridge joined the Confederate army
and attained the rank of major general
before becoming secretary of war to the
Confederacy in 1865. Following military
defeat, Breckinridge lived abroad for three
years. After being granted amnesty, he
returned to the United States in 1868 and
practiced law in Kentucky until his death.

Indiana artist James P. Voorhees.
(Architect of the Capitol)
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Jobn C. Breckinridge

James Paxton Voorhees (ca. 1855-1936)

Marble, 1896

30 x 28 x 16 inches (76.2 x 71.1 x 40.6 cm)

Signed and dated (on subject’s truncated right arm): JAMES / PAXTON / VOORHEES. / Sc. A.D. 1896
Commissioned by the Joint Committee on the Library, 1896

Accepted by the Joint Committee on the Library, 1896
Cat. no. 22.00014
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Blanche Kelso Bruce

(1841-1898)

Born into slavery in 1841, Blanche Kelso
Bruce became the first African American to
serve a full term in the U.S. Senate, as well
as the first African American to preside
over the Senate. One of 11 children, Bruce
was born near Farmville, Virginia, and was
taken to Mississippi and Missouri by his
owner. Just 20 years old when the Civil
War began, Bruce tried to enlist in the
Union army. At that time, the army did not
accept black recruits, so instead Bruce
turned to teaching; he later organized the
first school in Missouri for African Ameri-
cans. He briefly attended college in Ohio
but left to work as a porter on a riverboat.
In 1869 Bruce moved to Mississippi to
become a cotton planter. Active in Missis-
sippi Republican politics, he served as
supervisor of elections, tax assessor, sheriff,
superintendent of education, and sergeant
at arms of the state senate. In 1874 the
Mississippi legislature elected him to the
U.S. Senate where he served until 1881.

In the Senate, Bruce was a member of
the committees on Pensions, Manufccfures,
and Education and Labor. He chaired the
Committee on River Improvements and the
Select Committee to Investigate the Freed-
man’s Savings and Trust Company. He sup-
ported desegregation of the army, protec-
tion of African American voting rights, and
more humane treatment of Native Ameri-
cans. Bruce encouraged increasing the dis-
position of western land grants to African
Americans. On February 14, 1879, Bruce
became the first African American to pre-
side over the Senate.

Bruce worked devotedly to gain rights
for African Americans. After leaving the
Senate, he was appointed registrar of the
U.S. Treasury by President James Garfield.
At the Republican convention of 1888,
Bruce received 11 votes for vice president.
He was appointed recorder of deeds for
the District of Columbia and later was a
member of the board of trustees of Howard
University. Bruce died in Washington,
D.C., in 1898.

44

n an effort to enhance the collection with portraits of women and

minorities who served the U.S. Senate with distinction, the Senate

Commission on Art approved the commissioning of portraits of

Blanche Kelso Bruce and Margaret Chase Smith (p. 338) in October

1999. Senator Christopher Dodd, chairman of the Senate Committee
on Rules and Administration and a member of the Senate Commission
on Art, proposed the acquisition of Senator Bruce’s portrait, with the strong
support of Majority Leader Tom Daschle and Republican Leader Trent
Lott, also members of the commission. An advisory board of historians
and curators was established to review the artists’ submissions and pro-
vide recommendations to the Senate Commission on Art. Washington,
D.C., artist Simmie Knox was selected in 2000 to paint Bruce’s portrait.
With few images of Bruce existing, Knox relied on a Mathew Brady
photograph of the senator. The portrait, completed in 2001, was unveiled
in the Senate wing of the Capitol at ceremonies held in September the
following year.

A graduate of the Tyler School of Art at Temple University, Knox
taught art at various colleges, universities, and public schools while con-
tinuing his painting career. Initially an abstract artist, he has concentrated
on portraiture in recent years. Knox has painted politicians, judges, reli-
gious and civic leaders, educators, athletes, and entertainers. He feels a
strong commitment to commemorate individuals who have changed the
course of our history, including Frederick Douglass, educator Mary McLeod
Bethune, voting rights activist Fannie Lou Hamer, and Martin Luther King,
Jr. “Without these people, I don’t think
I'd probably be sitting here. They have
made life a little better for all of us,”
he once said. Other notable portraits by
the artist include those of Supreme
Court Justices Ruth Bader Ginsburg and
Thurgood Marshall, and the official por-
trait of President William Jefferson
Clinton in the White House collection.

This 19th-century photograph by Mathew
Brady is one of only a few original images
that exists of Blanche Kelso Bruce.

(Library of Congress, Prints and Photographs Division)

United States Senate




Blanche Kelso Bruce
Simmie Lee Knox (born 1935)

QOil on canvas, 2001

45% x 40 inches (116.2 x 101.6 cm)

Signed and dated (lower left corner): Simmie Knox / 2001~
Commissioned by the U.S. Senate Commission on Art, 2000
Accepted by the U.S. Senate Commission on Art, 2001

Cat. no. 32.00039
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Constantino Brumidi

(1805-1880)

Constantino Brumidi’s frescoes and murals
can be found throughout the U.S. Capitol.
His most accessible and brilliant creations
include the allegorical fresco The Apothe
osis of Washington in the canopy of the
Rotunda and the extensive frescoes and
murals in the Brumidi Corridors. These hall-
ways on the first floor of the Senate wing
are some of the most ornate and creatively
decorated public spaces in the nation.
Inspired by Raphael’s loggia in the Vat
ican, Brumidi’s work in the corridors is
unique in integrating classical imagery
with patriotic American themes.

Born in Rome of ltalian and Greek
parentage, Brumidi trained in drawing,
painting, and sculpture at Rome's presti
gious Accademia di San Luca. By 1840,
these artistic skills were put to good use
when Brumidi and several other artists
were commissioned to restore the richly
decorated frescoes in the Vatican Palace.
Brumidi’s career blossomed with commis
sions for portraits and frescoes in several
churches and palaces. Following a pardon
by the pope for his role in the republican
revolution, Brumidi immigrated to the
United States. Five years later he became
a naturalized citizen.

Brumidi was hired to decorate the
Capitol extension with murals and fres
coes. His Capitol frescoes were probably
the first true frescoes to be painted in this
country. Brumidi continued to embellish the
walls of the Capitol for the next 25 years.

Brumidi’s last years were spent painting
the historic scenes in the Rotunda frieze.
Proud of his achievements, the artist is
reported to have remarked: “My one ambi
tion and my daily prayer is that | may live
long enough to make beautiful the Capitol
of the one country on earth in which there is

liberty.”! He died on February 19, 1880.

JIMILU mason, left, and Myrtle Cheney
Murdock, author of the first book on Brumidi,
at the dedication ceremony for the bust of
Constantino Brumidi, April 30, 1968.

(Architect of the Capitol)
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n 1966 the U.S. Congress authorized the creation of a portrait

bust honoring Constantino Brumidi that would be displayed in

the Brumidi Corridors. The legislation was spurred in part by

renewed appreciation of Brumidi following publication of a biog-

raphy on him written by Myrtle Cheney Murdock, the wife of
an Arizona congressman. Sculptor JIMILU mason was awarded the com-
mission in early 1967; she based her likeness of Brumidi on photo-
graphs taken during his life. The Joint Committee approved the plaster
model, and the image was translated into Carrara marble in
Pietrasanta, Italy. JIMILU’s bust of Brumidi was unveiled in the Capitol
Rotunda in 1968 at dedication ceremonies attended by congressional
leaders and the ambassadors of Italy and Greece.

JIMILU, of Alexandria, Virginia, is known for her portrait and
figurative sculptures. Her mother, Rose d’Amore Mason, was of Italian
heritage, a legacy that spurred JIMILU’s interest in obtaining the Brumidi
commission. Her father was former Federal Trade Commissioner Lowell
B. Mason. JIMILU mason’s other works include busts of Chief Justice
Frederick M. Vinson in the U.S. Supreme Court building; Speaker Samuel
Rayburn at the Smithsonian Institution’s National Portrait Gallery; John
F. Kennedy at the North Carolina Museum of Art; and several busts of
Lyndon B. Johnson, including one in the Senate’s Vice Presidential Bust
Collection (p. 218). Her bronze sculpture of the groundhog
Punxsutawney Phil occupies a place of honor in the town square of

Punxsutawney, Pennsylvania.
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Constantino Brumidi
JIMILU mason (born 1930)

Marble, modeled and carved 1967

29% x 32% x 23% inches (75.2 x 82.2 x 60.3 cm)

Signed and dated (on back of subject’s right shoulder): Jimilu Mason / ©1967
Commissioned by the Joint Committee on the Library, 1967

Accepted by the Joint Committee on the Library, 1967

Cat. no. 21.00003
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James Bryce

(1838-1922)

Born in Belfast, Ireland, James Bryce distin-

guished himself in history, law, politics,

and diplomacy. For more than 20 years he

taught civil law at Oxford University, and
from 1880 to 1907 he was a Liberal Par
member of Britain’s House of Commons.
Bryce served in the last cabinet of Prime

ty

Minister William Gladstone and was chief

secretary for Ireland under Prime Ministe

r

Henry Campbell-Bannerman. James Bryce

became British ambassador to the United

States in 1907. He had visited the country
many times before and was the author of
The American Commonwealth (1888), an

analysis of American political institutions

During his six years as ambassador to

the United States, Bryce became popular
with the public as well as with official
Washington. When he retired in 1913 fro

m

his diplomatic service, Britain awarded him

the title of viscount and appointed him
representative to the Hague Tribunal, a
court that arbitrates international disputes.
Following World War |, Bryce worked to
establish the League of Nations. His final
published work, Modern Democracies
(1921), analyzed the present and future
of self-government, comparing the United

States with other democratic nations. In his
last speech in the House of Lords in 1921,

Bryce urged the acceptance of the treaty
that established the Irish Free State. He
died in England the following year.

British ambassador to the United States
James Bryce addresses a crowd in New
York State, July 1909.

(Library of Congress, Prints and Photographs Division)
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ir William Reid Dick executed this bust of Lord James Bryce
around 1922 for presentation to the American people. The bust
had been commissioned by officials of the Sulgrave Institution
in London to honor their former member. The Sulgrave—
composed of prominent men from Great Britain, Canada, and
the United States—promoted friendly relations among the three countries.

In 1922 a Sulgrave official indicated by letter to Senator James
Wadsworth of New York that a delegation headed by Sir Charles Cheers
Wakefield, former lord mayor of London, would soon visit America. The
delegation, he wrote, would be “presenting to the American people and
unveiling statues of Edmund Burke, the Elder Pitt, and two busts of Lord
Bryce.” Both Bryce busts were by Dick, who was considered “the most
eminent of the British sculptors.” One of the busts was to be unveiled
in Trinity Church in New York City. The institution desired to place the
other bust of Bryce in Washington, D.C., on the Senate side of the U.S.
Capitol. The Joint Committee on the Library authorized acceptance of
the bronze bust of James Bryce in August 1922, following a poll of its
members by the committee chairman, Senator Frank B. Brandegee of
Connecticut. The bust was officially unveiled in the Senate wing of the
Capitol at ceremonies held that October.

Dick was renowned during his lifetime as a sculptor of portrait
statuary. His important works include a massive bronze statue of Franklin
Delano Roosevelt in Grosvenor Square in London; the equestrian statue
of Lady Godiva in Coventry, England; and likenesses of the British royal
family. Dick served as president of the Royal Society of British Sculp-
tors from 1933 to 1938. He was also an associate [ARA] of the Royal
Academy of Arts—a select society of 40 members dedicated to promoting
the arts of design—and later achieved the status of royal academician
and trustee of the academy. He was knighted by King George V in 1935.

The Sulgrave Institution ceased to exist as a separate body in the
1920s. Since 1914 it had maintained Sulgrave Manor, George Washington’s
ancestral home in England. The property had been purchased by a British
peace committee and presented as a gift to the people of Great Britain
and the United States. Shortly after the Sulgrave officials’ trip to the United
States, the Sulgrave Institution became the Sulgrave Manor Board, which
continues to run the manor as a museum.
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James Bryce
Sir William Reid Dick (1879-1961)

Bronze, 1922

30% x 18% x 13 % inches (78.1 x 47.6 x 33.3 cm)

Signed and dated (on back of subject’s left shoulder): W. Reid Dick ARA 1922

Gift of Sir Charles Cheers Wakefield for the Sulgrave Institution of Great Britain, 1922
Accepted by the Joint Committee on the Library, 1922

Cat. no. 24.00001
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Aaron Burr

(1756-1836)

Aaron Burr led a highly controversial polit-
ical career that culminated in one term as
the third vice president of the United States.
Born in Newark, New Jersey, Burr fought in
the Revolutionary War and practiced law
before turning to politics. He served as a
U.S. senator from New York from 1791 to
1797, and received the vice presidential
nomination from the Republican Party in
1800. Burr tied with Thomas Jefferson, and
the election was thrown to the U.S. House
of Representatives for a decision. After
holding 36 votes, the House finally chose
Jefferson as president and Burr vice presi-
dent by a one-vote margin. This resulted in
the passage of the 12th Amendment to the
Constitution, which requires the electoral
college to use separate ballots for president
and vice president.

In July 1804 Burr mortally wounded his
political opponent, New Yorker Alexander
Hamilton, in a duel in Weehawken, New
Jersey. Indicted in New York and New
Jersey, Burr fled to the South. When Con-
gress reconvened in November of that year,
Burr returned to Washington, D.C., to com-
plete his duties as president of the Senate.
He was never tried for Hamilton’s death.

Increasingly isolated from his party,
Burr failed to be renominated as vice presi-
dent and also lost a bid for governor of
New York State. With his political career
in decline—and heavily in debt—Burr
promoted a scheme to form a republic in
the Southwest. For this conspiracy, Burr was
arrested in 1807 and tried for treason;
however, he was acquitted of the charges.
He left the United States and spent the next
four years in Europe, avoiding creditors and
promoting various personal projects. Burr
returned home in 1812 and resumed his
New York law practice. Although he
avoided the political arena, he maintained
an interest in the western and southern
territories and in the future of Mexico. The
former vice president died in 1836 at Port
Richmond, Staten Island.!
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he German-born sculptor Jacques Jouvenal studied and

worked abroad until he immigrated to the United States

in 1853. After two years in New York City he moved to

Washington, D.C., where he was hired to carve decorative

architectural details for the new extension of the U.S.
Capitol. The sculptor later turned to portraiture, and in 1893 he was
awarded the Senate commission for a bust of Aaron Burr. Despite what
many viewed as ignominious conduct by the former vice president, the
Joint Committee on the Library, acting under an 1886 resolution, directed
that the Burr likeness, along with four other vice presidential busts, be
acquired for display in the Senate Chamber. Burr, like every other vice
president, had carried out his duties as president of the Senate and there-
fore deserved to be honored.

Jouvenal likely based his sculpture on John Vanderlyn’s 1802 oil
portrait of Burr or on one of the many engravings of the painting available
at the time. Vanderlyn’s portrait, which depicts Burr in profile, became
the standard likeness of the vice president and was widely disseminated
in engraved form. George Parker, Hezekiah Wright Smith, and J.A. O’Neill
published renderings of Burr based
on Vanderlyn’s portrait. Jouvenal’s
marble bust of the vice president
was completed in 1893 and placed
on view in the Senate Chamber the
following year. The artist is also
represented in Washington, D.C.,
by a full-length sculpture of
Benjamin Franklin in front of The
Old Post Office Pavilion, on
Pennsylvania Avenue, N.W.

This 1802 painting of Aaron Burr by John
Vanderlyn was widely distributed in engraved
form and may have been the inspiration for
the Senate’s bust of the vice president.
(Collection of the New-York Historical Society)
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Aaron Burr

Jacques Jouvenal (1829-1905)

Marble, 1893

30% x 26% x 16% inches (76.8 x 66.7 x 41.9 cm)

Signed (on back of subject’s left shoulder): JOUVENAL
Commissioned by the Joint Committee on the Library, 1893
Accepted by the Joint Committee on the Library, 1893

Cat. no. 22.00003
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George Herbert Walker Bush

(born 1924)

George Herbert Walker Bush, 43rd vice
president and 41st president of the United
States, entered politics following a career
as an oil development executive in Texas.
Born in Milton, Massachusetts, Bush was
elected as a Republican representative from
Texas in 1966, serving until 1971. Over
the next seven years, he held appointive
national posts, including U.S. ambassador
to the United Nations, chairman of the
Republican National Committee, chief
liaison officer to the People’s Republic

of China, and director of the Central
Intelligence Agency.

Bush, who had served as a U.S. Navy
pilot in the Pacific during World War I,
was a popular candidate for the presiden
tial nomination in 1980. When Ronald
Reagan won the nomination, Bush was
selected by Reagan as his running mate.
Winning on the Republican ticket that
year, Bush was reelected vice president
four years later. In 1988 Bush was elected
president of the United States and served
one term. He was defeated for reelection
in 1992 and retired to his home in Texas.

President George H.W. Bush and Walker
Hancock at the unveiling ceremony in
the Capitol Rotunda, June 27, 1991.
(George Bush Presidential Library)
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his marble bust of George H.W. Bush was formally unveiled

on June 27, 1991. Bush was one of 14 vice presidents to

become president and the only sitting chief executive

to watch as his vice presidential portrait was dedicated.

Commissioned by the Senate Committee on Rules and

Administration, the bust was the 42nd to be included in the Senate’s

Vice Presidential Bust Collection.

President Bush sat for renowned sculptor and octogenarian Walker

Hancock, a long-standing friend of the Bush family, at the White House

in 1989. Hancock worked from meas-
urements and from 125 photographs he
took during the sitting, adding final
touches later that year at Camp David.
Noting Bush’s “very fine head,” the
artist called his subject’s features “very
strong and sculptural.”! The life-size
bust was modeled by Hancock in clay,
and a plaster cast made. It was carved
in Carrara marble in Pietrasanta, Italy,
and unveiled at the Capitol the day
before Hancock’s 90th birthday.
Dedicated to understanding and
expressing the character of his subjects,
Hancock received much acclaim and
many awards. He gained wide
attention for the Stone Moun-
tain Memorial outside Atlanta,!
Georgia, a 69-foot-high bas-

United States Senate

©Ler®

Walker Hancock takes measurements of
President George H.W. Bush in the Oval
Office of the White House, July 1989.
(George Bush Presidential Library)

relief memorializing Confederate leaders Jefferson Davis, Robert
E. Lee, and Stonewall Jackson. He also created the 40-foot bronze
Pennsylvania Railroad War Memorial in Philadelphia. Among
Hancock’s numerous portrait sculptures are busts of Vice Pres-
idents Gerald R. Ford (p. 126) and Hubert Humphrey (p. 194),
which are also in the Senate’s Vice Presidential Bust Collection.



George Bush
Walker Kirtland Hancock (1901-1998)

Marble, modeled and carved 1990

24Y% x 207 x 12% inches (62.2 x 53 x 31.1 cm)

Signed and dated (on base under subject’s truncated right arm): WALKER HANCOCK 1990
Carver’s mark (centered on base at back): GIUSEPPE LANDI

Commissioned by the Senate Committee on Rules and Administration, 1989

Accepted by the Senate Committee on Rules and Administration, 1991

Cat. no. 22.00042
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John Caldwell Calhoun

(1782-1850)

John Caldwell Calhoun served as both a
U.S. representative and senator from South
Carolina, and as the seventh vice presi-
dent of the United States. Calhoun was
born near Calhoun Mills, Abbeville District
(now Mount Carmel, McCormick County),
South Carolina. After practicing law, and
serving in the state house of representa-
tives from 1808 to 1809, Calhoun was
elected to the U.S. House of Representa-
tives in 1810. There he became one of
Speaker Henry Clay's principal lieutenants
and a leader of the warhawks, a group of
young congressmen who advocated war
with Great Britain. As chairman of the
House Foreign Affairs Committee, Calhoun
introduced the declaration of war against
Britain in June 1812. He served as secre-
tary of war under President James Monroe
from 1817 to 1825, was elected vice pres-
ident with John Quincy Adams in 1824,
and was reelected vice president on a
ticket with Andrew Jackson in 1828.

To further his opposition to high pro-
tective tariffs, Calhoun devised a doctrine
of nullification whereby states could
declare federal laws null and void within
their borders. When President Jackson
threatened to use military power to enforce
a federal law nullified by South Carolina,
Calhoun broke with Jackson. Calhoun
resigned the vice presidency in December
1832 in order to fill a vacancy in the U.S.
Senate. A powerful advocate for the
Southern position, Calhoun supported the
institution of slavery and the right of slave-
holders to extend the practice into the
western territories.

Calhoun resigned from the Senate in
1843 planning to run for president, but
instead he served briefly as secretary of
state in the cabinet of President John Tyler.
He was reelected to the Senate in 1845
and remained there until his death in 1850.
Calhoun—along with Daniel Webster and
Henry Clay—was part of the “Great Tri-
umvirate” of the Senate’s Golden Age.
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hen artist Constantino Brumidi designed the walls

of the Senate Reception Room in the mid-19th cen-

tury, he planned five decorative plaster panels, each

to contain portraits of “illustrious men.” Brumidi

never completed the mural decorations for the room,
and the ovals remained blank. In 1955, by resolution of the U.S. Senate,
a committee was created to choose five outstanding former senators
whose likenesses would fill the ovals. Senator John F. Kennedy of Mass-
achusetts chaired the committee as it sought counsel from historians,
political scientists, and senators. From more than 60 nominees, the com-
mittee unanimously selected three 19th-century senators: Henry Clay of
Kentucky (p. 72), Daniel Webster of Massachusetts (p. 418), and John
C. Calhoun of South Carolina. It also chose two 20th-century senators,
Robert M. La Follette, Sr., of Wisconsin (p. 242) and Robert A. Taft, Sr.,
of Ohio (p. 354). The committee reported its recommendations to the
full Senate in May 1957, and later that year a commission was estab-
lished to oversee the creation of the portraits. A formal unveiling of the
completed works was held on March 12, 1959.

Maryland artist Arthur Conrad, a graduate of the Yale School of Fine
Arts, based his painting of John C. Calhoun on a life portrait by George
P.A. Healy in the collection of the Virginia Museum of Fine Arts in Rich-
mond. Healy created the portrait as a preparatory study for a larger and
later painting, Webster’s Reply to Hayne. In both of Healy’s works, Cal-
houn is shown seated in the vice president’s chair in the Senate Chamber.
It was from this seat that Calhoun presided in 1830 during the famous
Webster-Hayne debate over the nullification doctrine.

Conrad began his portrait of Calhoun in his studio and completed
the work after it was installed in the Senate Reception Room. He later
executed a replica of the Senate’s portrait for the county courthouse in
Abbeville, South Carolina.

United States Senate




Jobhn C. Calboun
Arthur E. Schmalz Conrad (1907-1975)

Oil on canvas applied to wall, 1958

22% x 19% inches (oval) (57.5 x 49.5 cm)

Unsigned

Commissioned by the Senate Committee on Rules and Administration, 1958

Accepted by the Senate Committee on Rules and Administration, 1959
Cat. no. 32.00009
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merica’s premier 19th-century photographer, Mathew B.

Brady, sold this painting of John C. Calhoun by Henry

Darby to the federal government in 1881. Financial rever-

sals had forced Brady to part with this and two other

prized oils, those of Henry Clay (p. 76) and Daniel Webster
(p. 420). The three had hung together in a prominent position in Brady’s
elegant photographic gallery on the corner of Broadway and Tenth Street,
in New York City. Of the Calhoun portrait, an impressed New York Times
reviewer noted, “The ragged, wiry character of the face marking nervous
energy, [and] the overhanging brow and broad intellectual development
[capture] Calhoun at a glance.”!

In 1849 or 1850, shortly before his death, John C. Calhoun and his
daughter, Florence Clemson, had stopped by Brady’s gallery to have a
daguerreotype made. The picture was intended to satisfy his grand-
daughter’s request for an image of him for her locket. Calhoun, now nearing
70, had lost his youthful vigor. Wrote Brady: “His hair, which in his younger
days had been dark, and had stood frowningly over his broad, square
forehead, was now long and thin and combed back, falling behind his
ears. His most outstanding feature was his eye which startled and almost
hypnotized me!” During intervals of posing, Brady noted that Calhoun’s
daughter “delicately arranged her father’s hair and the folds of his coat. . . .”2

Later, Brady was to claim that artist Henry Darby had been present
for the photography session, making a study for the painting. The evidence
is fairly convincing, however, that Darby based his portrait on an existing
Brady daguerreotype rather than on direct studies from life. The two often
teamed up in this fashion, using a process by which glass negative copies
of the daguerreotypes were projected onto sensitized canvas, then
“enhanced” with oil paint.

The inscription on the reverse of the canvas—“Calhoun / from Life
by Darby / H. F. Darby / 1858"—appears to be contradictory. Calhoun
died in 1850, making an 1858 life portrait an impossibility. By 1858, Darby’s
studio and Brady’s photographic gallery were located within the same
block of Pennsylvania Avenue in Washington, D.C. No reference to the
oil portrait occurs until that year, when it was exhibited at Brady’s National
Photographic Art Gallery in Washington, D.C., and again in 1859, when
it was shown in New York City at the National Academy of Design. In
1860, one year later, the painting was displayed in Brady’s New York Gallery
on Broadway. Therefore, it is likely that the inscription date is correct
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Jobhn C. Calboun
Henry E Darby (1829-1897)

QOil on canvas, ca. 1858

49% x 35% inches (126.4 x 90.5 cm)

Signed (lower left corner): H. F. DARBY

Inscribed (on back of canvas, centered at bottom): Calhoun / from Life by Darby /
H. F. Darby / 1858

Purchased by the Joint Committee on the Library, 1881

Cat. no. 32.00003
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JOhn Caldwell Calhoun— continued

The Senate’s painting of Daniel Webster
hung prominently in Mathew Brady’s
photographic gallery along with portraits
of Henry Clay and John C. Calhoun, as
illustrated in this wood engraving by
Albert Berghaus, 1861.

(National Portrait Gallery, Smithsonian Institution)

and that the painting was indeed made from Brady’s daguerreotype, instead
of from life.

Henry Darby led a varied career, from self-taught portraitist to
ordained minister. Records also indicate that he was an art teacher, served
on the National Arts Committee in Washington, D.C., and designed reli-
gious altarpieces and clerical attire. While few of his portraits and none
of his later historical and religious paintings survive, his work can be
found in the collections of the Museum of Fine Arts, Boston, and the
Munson-Williams-Proctor Institute Museum of Art in Utica, New York.
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The Senate’s portrait of John C. Calhoun
may have been based on this 1849/1850
daguerreotype by Mathew Brady.

(Library of Congress, Prints and Photographs Division)

Catalogue of Fine Art




JOhn Caldwell Calhoun— continued

60

heodore Mills was the son of the noted sculptor Clark Mills,

who was renowned for his bronze equestrian statue of

Andrew Jackson in Lafayette Park in Washington, D.C. Com-

pleted in 1853, it was the first equestrian statue erected in

the United States, as well as the first bronze sculpture made
in this country. Clark Mills established his foundry in Maryland, where
he later cast Thomas Crawford’s Statue of Freedom for the U.S. Capitol
dome. Both Theodore and his brother, Theophilus, assisted their father
in his projects, and both became sculptors in their own right.

In the 1840s in South Carolina, Clark Mills developed a method
of using life casts from the faces of his sitters in order to simplify the
production of portrait busts. His 1846 bust of John C. Calhoun, purchased
by the city of Charleston and at that time considered the best likeness
of Calhoun, was made from such a life mask. That mask was used 40
years later by his son Theodore, who actively petitioned the Joint Com-
mittee on the Library for the commission of the Senate’s official vice
presidential bust of Calhoun. That Theodore Mills had been born in South
Carolina was in his favor, because attempts were traditionally made to
choose a sculptor from each vice president’s native state. Mills submitted
a plaster model and earned the commission in 1895.

Theodore Mills’s likeness of Calhoun shows him as slightly gaunt,
but there is no sign of the tuberculosis that ravaged the statesman in
his last years. The face is most memorable for the deeply drilled eyes,
which seem to express somber preoccupation. The resolute head, strongly
symmetrical, appears almost to sit on the luxuriant roll of whiskers that
lies beneath the jaw. The costume of shirt, cravat, waistcoat, and top-
coat is encircled and partly overlaid by a cloak whose heavy folds lend
an air of classical gravitas to the bust. Beyond the verifiable likeness
and brooding quality, however, Mills adds little to suggest the power-
fully conflicting characteristics of this controversial figure who played
such a central role in 19th-century American history.

Theodore Mills and his father also modeled a life mask of Abraham
Lincoln just 60 days before the president was assassinated in 1865. That
mask was eventually donated to the Carnegie Museum of Natural His-
tory in Pittsburgh by Theodore Mills, then a preparator in the museum’s
exhibits department. Already known for his Native American groups,
the artist was hired in 1898 to create similar figures for the Pittsburgh
museum. Mills died in Pittsburgh 18 years later.
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Jobhn C. Calboun
Theodore Augustus Mills (1839-1916)

Marble, modeled ca. 1887, carved 1896

30% x 28% x 17% inches (76.8 x 72.4 x 44.5 cm)

Signed (under subject’s truncated right arm): THEO. A. MILLS
Commissioned by the Joint Committee on the Library, 1895
Accepted by the Joint Committee on the Library, 1896

Cat. no. 22.00007
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Hattie Ophelia

(1878-1950)

Hattie Ophelia Wyatt Caraway, born in
Bakerville, Tennessee, was the first woman
elected to a full term in the U.S. Senate.
Following her marriage to Thaddeus H.
Caraway in 1902, she settled in Jones-
boro, Arkansas, where her husband
became a U.S. congressman and later a
U.S. senator. Upon her husband’s death in
1931, Hattie Caraway was appointed to
take his place in the Senate as a Democrat
from Arkansas. She subsequently won a
January 1932 special election to finish her
late husband'’s term. She ran for reelection
to a full term later that same year, with
Louisiana Senator Huey Long stumping
Arkansas on her behalf. The 1932 cam-
paign was one of the most colorful in
modern American history. Long’s effort
worked: Caraway became the first woman
ever to be elected to a six-year term in the
U.S. Senate.

Caraway initially spoke so infre-
quently in the Senate that she became
known as “Silent Hattie.” As she grew
more comfortable in her role, Caraway
emerged as a fiercely partisan supporter
of New Deal legislation, seconding the
nomination of President Franklin Roosevelt
for reelection at the 1936 Democratic
National Convention. She was the first
woman to preside over the Senate—on
May 9, 1932 —and the first to chair a
Senate committee (Committee on Enrolled
Bills, 1933-44). Although she was
reelected in 1938, she failed to win
renomination in 1944. After leaving the
Senate, Caraway served on the United
States Employees’ Compensation Commis-
sion from 1945 to 1946 and on the
Employees’ Compensation Appeals Board
from 1946 until her death in 1950

in Virginia.
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Wyatt Caraway

n August 1993, Senators Dale Bumpers and David Pryor of

Arkansas proposed to the Senate Commission on Art that a por-

trait of Hattie Caraway be considered for the Senate wing of the

Capitol. The request met the acquisition policy guidelines estab-
lished by the commission in 1976: Caraway had been out of office

for more than 21 years, and historians who studied the senator’s polit-

ical career agreed that she would be an appropriate subject for the

Senate’s collection of commemorative portraits.

The Hattie Caraway Portrait Committee was subsequently formed

in Arkansas, with the wives of Senators Bumpers and Pryor serving as

honorary cochairs. This committee selected four Arkansas artists for con-

sideration. The Senate Commission on Art—on the recommendation of

a three-member advisory panel comprising museum curators from the
Smithsonian Institution and the White House, and a professional artist—

This photograph was one of several images
that artist John O. Buckley consulted for the
Senate’s painting of Hattie Caraway.

(© The New York Times)

United States Senate

chose Arkansas painter John
O. Buckley for the commis-
sion. The Caraway portrait
was initially unveiled at cer-
emonies in April 1996 at the
Arkansas Statehouse in Little
Rock and also in Jonesboro,
Arkansas. The portrait was
then unveiled at the U.S.
Capitol on June 24, 1996.
Buckley, who is from
Little Rock, holds a master’s
degree in fine arts from the
University of Texas at Austin
and has taught studio courses
in painting and drawing at the
University of Arkansas.



Hattie Caraway
John Oliver Buckley (born 1941)

Oil on canvas, 1996

39% x 29% inches (100.3 x 75.6 cm)

Signed (lower right corner): J O Buckley

Gift of the Hattie Caraway Portrait Committee, 1996
Accepted by the U.S. Senate Commission on Art, 1996
Cat. no. 32.00028
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Henry Clay

(1777-1852)

The “Great Compromiser,” Henry Clay, a
native of Virginia, moved to Kentucky at
the age of 20 and seftled in Lexington.-
There he practiced law with great success,
aided by his sharp wit and nimble mind. In
1806, after a stint in the Kentucky legisla-
ture, he was elected to fill the unexpired
term of a U.S. senator who had resigned.
Clay took the seat, although he was four
months younger than the constitutional age
requirement of 30. In 1807 he again was
elected to the Kentucky legislature, where
he eventually served as Speaker. Clay
spent most of the years from 1811 to 1825
in the U.S. House of Representatives, where
he was elected Speaker his first day in
office. Almost immediately Clay made a
name for himself as one of the warhawks,
the young politicians who fueled anti-British
sentiment and helped bring about the War
of 1812. In 1814, he served as one of the
commissioners negotiating the Treaty of
Ghent, which ended the war. During his
years in the House, the well-respected Clay
was elected Speaker six times.

It was during his time in the U.S.
House that Clay urged that the United
States become the center of an “American
System,” joined by all of South America, to
wean the country away from dependence
on the European economy and politics. He
dedicated much of his career to a high
protective tariff on imported goods, a
strong national bank, and to extensive
improvements in the nation’s infrastructure.

In 1825, after an unsuccessful cam
paign for the presidency, Clay was
appointed secretary of state under John
Quincy Adams. He served in that position
until 1829, and was subsequently elected
to the U.S. Senate. From 1831 to 1842,
and again from 1849 to 1852, Clay dis-
tinguished himself as one of the Senate’s
most effective and influential members.

Clay earned the sobriquet “Great
Compromiser” by crafting three major leg-
islative compromises over the course of 30
years. Each time, he pulled the United
States from the brink of civil war. In 1820

ne of the leading sculptors of the post-Civil War period,

Thomas Ball began his artistic career as a painter, but

by 1850 he had turned to sculpture. He quickly estab-

lished a reputation in this new medium with small

plaster statuettes and portrait studies. His first work, a
cabinet-size portrait bust of Swedish singer Jenny Lind, won such favor
that Ball could not produce replicas swiftly enough.

Following a period of study and work in Italy from 1854 to 1857,
the artist returned to the United States and soon began a monumental
bronze equestrian statue of George Washington for Boston’s Public
Garden. Also at this time, he executed this statuette of Henry Clay as a
companion piece to the small bronze of Daniel Webster (p. 414) he had
completed five years earlier. “To me it was not as successful,” wrote
the artist about his Clay statuette.! Ball’s opinion is not one generally
acknowledged when the two works are compared, however, because
his Clay has precisely the animation that his Webster lacks.

A relaxed pose, both alert and poised, shows Clay’s tall, lanky body
to good effect. Clay seems to turn toward his audience while unrolling
the pages of a speech or, more probably, a resolution. The distinctive
head is vigorously modeled, with broad mouth, straight nose, wide-spaced
eyes, and an expansive brow bracketed by markedly depressed tem-
ples. At the opposite end of the body are Clay’s remarkably large feet.
The attention to accuracy in the feet, as in the head, is characteristic of
Ball and is found also in the costume. Yet somehow the detail in the
costume is not distracting, as it is in the Webster statuette. Creases and
stretches are fitted to a governing rhythm and contribute to the whole
effect. Ball clearly profited from his study of Italian sculpture.

The statue is, of course, posthumous: Ball had no more opportu-
nity to take Clay’s likeness from life than he had Webster’s. His sources
were the existing paintings, sculptures, and lithographs of the
statesman. For instance, Joel T. Hart, another American sculptor then
active in Florence, had completed his life-size, full-length marble statue
of Clay in Italy during the 1850s. Hart had become Ball’s good friend,
and Ball must have been intimately familiar with the statue, which may
have been the inspiration for creating his own likeness of Clay.

The abbreviated column beside Clay signifies Fortitude, as it does
for Ball’s statuette of Webster. (The classical personification of “Forti-
tude” later acquired the column as an attribute from the biblical account
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Henry Clay
Thomas Ball (1819-1911)

Bronze, 1858

307% x 12 x 10% inches (including base)
(78.4 x 30.5 x 27.3 cm)

Signed and dated (on lower back of drapery):
T. BALL Sculp. Boston 1858

Inscribed (on back of base): PATENT assigned
to G W Nichols

Gift of The Charles Engelhard Foundation in
honor of Senator Mike Mansfield, 1987

Accepted by the U.S. Senate Commission on
Art, 1987

Cat. no. 24.00007
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Henry ClaY—commued

and 1821, he used his role as Speaker of
the House to broker the Missouri Compro
mise, a series of brilliant resolutions he
introduced to defuse the pitched battle as
to whether Missouri would be admitted to
the Union as a slave state or free state.
Although he owned slaves himself, Clay
anguished about slavery, which he called
a “great evil.” He believed slavery would
become economically obsolete as a
growing population reduced the cost of
legitimate labor. Under Clay’s compro
mise, Missouri was admitted as a slave
state and Maine as a free state.

In 1833 Clay’s skill again was tested
when South Carolina passed an ordinance
that nullified a federally instituted protec
tive tariff. Although President Andrew
Jackson urged Congress to modify the
tariff, he threatened to use federal troops
against South Carolina if the state refused
to collect it. Despite a long-standing enmity
toward Jackson and with a deep commit
ment to high tariffs, Clay ended the crisis
by placating both sides. He introduced a
resolution that upheld the tariff but prom
ised its repeal in seven years.

The argument over slavery flared once
again in 1850 when Congress considered
how to organize the vast territory ceded
by Mexico after the Mexican War. As in
1820, Clay saw the issue as maintaining
the balance of power in Congress. His per
sonal appeal to Daniel Webster enlisted
the support of that great statesman for
Clay'’s series of resolutions, and civil war
was again averted.

Clay died in 1852. Despite his bril
liant service to the country and three sep
arate campaigns, he never attained his
greatest ambition—the presidency. A man
of immense political abilities and extraor
dinary charm, Clay won widespread
admiration, even among his adversaries.
John C. Calhoun, whom he had bested in
the Compromise of 1850, once declared,
“l don't like Clay. ... | wouldn't speak to
him, but, by God! | love him."!
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of Samson sacrificing himself to save the Hebrew people by pulling down
the columns supporting the Philistines’ temple.) The two or three papers
Clay holds may have had a specific reference to a resolution he offered
in the House in 1821 as Speaker. Throughout his life, Clay remained
famous for his resolution in support of emerging South American colonies
“struggling to burst their chains.”? He is still honored in South America
for his passionate support of independence there.

As he had with his statuette of Webster, Thomas Ball claimed and
assigned the patent for “a new and useful design for a statuette of Henry
Clay” to George W. Nichols of New York City on November 9, 1858.
Nichols turned again to the Ames foundry in Chicopee, Massachusetts,
for the casting. The pragmatic drawing, prepared by the examiner for
the U.S. Patent and Trademark Office, is keyed with letters referencing
Ball’s description in the patent application.

Thomas Ball’s career continued to flourish, and he received many
lucrative commissions throughout his life. His public monuments include
the Emancipation Group in Lincoln Park in Washington, D.C., statues of
Charles Sumner and Josiah Quincy in Boston, and the sculpture of Daniel
Webster for New York’s Central Park. Other bronze copies of the Clay
statuette are in the collections of the White House, the North Carolina
Museum of Art in Raleigh, and the Newark Museum in New Jersey.
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On November 9, 1858, Thomas
Ball assigned this patent for his
statuette of Henry Clay to George
W. Nichols of New York City.
(Courtesy U.S. Patent and Trademark)
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Henry ClaY— continued

he Senate’s bronze bust of Henry Clay was executed by artist

Henry Kirke Brown in September 1852, three months after

the great statesman’s death. The cabinet-size bust came into

the possession of Isaac Bassett (p. 28), assistant doorkeeper

of the Senate, around that same year. In his unpublished
remembrances, Bassett noted that he acquired it through Asbury Dickins,
secretary of the Senate, and that it was used by William H. Dougal (with
the profile facing left) for the frontispiece of the Obituary Addresses on
the Occasion of the Death of the Hon. Henry Clay, published by Congress
in 1852. It also appears to have been used as a model for a memorial
medal of Clay struck about 1855. The bust remained with Bassett’s heirs
until purchased by the Senate Commission on Art in 1990.

Brown began his art career as a painter, studying with portraitist
Chester Harding in Boston. He later became interested in sculpture and
traveled to Italy in 1842 to study and work. Less convinced than many
of his contemporaries as to the benefits of European classical training
for American artists, Brown returned to New York City four years later,
where he established a studio and small foundry.

Brown’s bust of Clay is obviously a commemorative work, but
whether it was commissioned by a patron is not known. More likely,
given its reduced size, it was produced on speculation, in the hope that
a market for casts of the sculpture would materialize. The bust has
received little notice, perhaps because it was soon overshadowed by
the equestrian statue of George Washington in Union Square in New
York City that followed and is considered Brown’s best work.

An earlier version of the bust in the collection of the Newark
Museum in New Jersey is dated June 1852 and appears to have been
completed around the time of Clay’s death on June 29. But Clay had
been ill for six months before his death, so the work probably was not
modeled from life. Other versions of the Clay bust, also dated 1852 to
commemorate Clay’s death, are in the Smithsonian Institution’s
National Portrait Gallery in Washington, D.C., and the Special Collec-
tions of the University of Kentucky. All were cast from molds made from
the same clay model.

Because Brown had little opportunity for a life sitting with Clay,
the question of his source for the clay model arises. The most noted
sculpture of Clay was one by Joel T. Hart (1847), which probably served
as the stimulus for Thomas Ball’s 1858 posthumous portrait of Clay
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Henry Clay
Henry Kirke Brown (1814-1886)

Bronze, 1852

16Y% x 9% x 6 inches (41.3 x 24.1 x 15.2 cm)

Signed (on back right side): H.K. Brown Sculptor / Sept. 1852
Purchased by the U.S. Senate Commission on Art, 1990

Cat. no. 24.00009
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Henry ClaY—com‘inued

(p. 64). The conception is very similar to Brown’s, and it may well
have been his starting point, too. But there were also many portrait
paintings, prints, and daguerreotypes of the “Great Compromiser” to
guide Brown. Clay’s contemporaries considered him a difficult sub-
ject for artists. The British writer Harriet Martineau observed in 1838
that “no one has succeeded in catching the subtle expression of placid
kindness, mingled with astuteness.”!

Henry Kirke Brown deserves credit for making posterity believe in
the visual truth of his Henry Clay. The reduced size of the head results
in a concentrated naturalism. Clay’s distinctive features—the narrow, high-
domed skull; finely structured eye sockets; aquiline nose; high upper lip;
wide, thin mouth; and especially the side of the face—are modeled with
variety and nuance. The flesh appears malleable, the shifting planes of

the face are carefully followed, and the

B T T T L striking network of veins in the forehead and

temples carries special conviction.

Ik AL ATEITh In terms of post-Civil War sculpture,
Brown is a major presence in the nation’s

capital. In addition to the Clay bust

BOCANION OF TIHE BEATH

HON. HENRY CLAY, owned by the Senate, he is known for his
PR M T TSR equestrian statues of Nathanael Greene and
S il “1Hr Rbseescvaiie Winfield Scott, and portrait statues in the

T of R e, U.S. Capitol’s National Statuary Hall Col-

L . lection of George Clinton of New York,

FrvTaAL s G T . € erLER, Nathanael Greene of Rhode Island, and

Philip Kearney and Richard Stockton of

New Jersey.

WASIINGTON

FRIXTED BY EONENT ARMSTRONG,
LEER

Henry Kirke Brown’s bust of Henry Clay
was illustrated on the title page of the 1852

bound obituary addresses for the statesman.
(Library of Congress)
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This portrait medallion executed by Charles
Cushing Wright around 1855 bears a striking
resemblance to the Senate’s portrait bust.

(National Portrait Gallery, Smithsonian Institution)
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Henry ClaY— continued
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n 1955 the Senate decided to honor five of its most significant

former members by commissioning their portraits for permanent

display in the Reception Room adjacent to the Senate Chamber.

The portraits were placed in oval medallions on the walls

originally planned for likenesses of “illustrious men” but left
vacant when Constantino Brumidi painted the room in the mid-19th
century. A committee chaired by Senator John F. Kennedy of Massa-
chusetts was formed to choose the five outstanding members; Henry
Clay, Daniel Webster of Massachusetts (p. 418), and John C. Calhoun
of South Carolina (p. 54) were easily selected. The committee had dif-
ficulty determining the final two subjects, but eventually agreed on Robert
M. La Follette, Sr., of Wisconsin (p. 242) and Robert A. Taft, Sr., of Ohio
(p. 354), both Republicans.

Following the selection of the five senators, a special Senate com-
mission was charged with choosing American artists to paint the five
portraits. The commission was composed of the architect of the Capitol,
the director of the National Gallery of Art, and the chairman of the
Commission on Fine Arts. In 1953 New York muralist Allyn Cox had
been hired to complete the frieze in the Capitol Rotunda left unfin-
ished since the 1880s; now he was chosen to supervise portraits for
the Reception Room, assuring visual harmony. Cox would also paint
the Henry Clay portrait.

The commission originally intended the portraits to be painted
directly onto plaster in the Senate Reception Room. However, Cox per-
suaded them that the portraits should be executed on canvas, which could
then be attached to the wall. The commission also altered its plan to
have the portraits painted simultaneously in the Reception Room. Instead,
the artists worked on the portraits in their own studios, gathering at the
Capitol to put the finishing touches on the paintings after installation.

The commission recommended that Cox base his likeness of Clay
on George P.A. Healy’s portrait, now owned by the Virginia Museum of
Fine Arts in Richmond. The Healy portrait was created during a two-month
sitting in 1845 at Clay’s Kentucky home, Ashland. Healy found that Clay,
with his quickly changing moods and expressions, was a challenge to
capture on canvas. Clay was delighted with the result, however, stating:
“You are a capital portrait painter, Mr. Healy. You are the first to do jus-
tice to my mouth, and it is well pleased to express its gratitude.”!
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Henry Clay
Allyn Cox (1896-1982)

Oil on canvas applied to wall, 1958

22% x 19% inches (oval) (57.5 x 49.5 cm)

Unsigned

Commissioned by the Senate Committee on Rules and Administration, 1958
Accepted by the Senate Committee on Rules and Administration, 1959

Cat. no. 32.00007
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Henry ClaY—continued

Right:

The portrait of Henry Clay by Allyn Cox is
displayed on the south wall of the ornate
Senate Reception Room.

(1999 photograph)

Senator John F. Kennedy at the unveiling
ceremony for the Senate Reception Room
portraits, March 12, 1959. Attendees, seated
left to right, include Vice President

Richard Nixon and Senators Everett M.
Dirksen and Lyndon B. Johnson.

(John F. Kennedy Library)

Born in New York City in 1896, Allyn Cox apprenticed to his father,
the artist Kenyon Cox, working on murals for the Wisconsin State Capitol.
He later studied at the National Academy of Design and the Art Stu-
dents League in New York City, and at the American Academy in Rome.
In 1952 Cox began an association with the U.S. Capitol that was to last
throughout his life. In addition to his work in the Capitol Rotunda and
his portrait of Henry Clay, Cox was commissioned to depict the first
landing on the Moon for a panel in the Senate’s Brumidi Corridors
(p. 16), and his many murals of historic scenes and personalities dec-
orate the ceiling and walls of the first floor corridors on the House side
of the Capitol. Dubbed “the American Michelangelo,” Cox died of a stroke
in 1982, just five days after attending a ceremony held in his honor on
September 21 in National Statuary Hall at the Capitol.
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Henry ClaY— continued

enry F. Darby, who painted this portrait of Henry Clay,

shared a studio with noted painter Samuel Colman in

the late 1850s. What little is known of Darby comes from

Colman’s recollections and Darby’s own writings, now

in the collection of the Oneida Historical Society in New
York. These include correspondence and a journal he wrote at age 65
for his daughter.

Born in North Adams, Massachusetts, Darby was self-taught, except
for brief instruction from itinerant painters. According to one account,
he was painting in oils by 1842, when he was 13. Evidence of his pre-
cocity is found in a fascinating painting, The Reverend Jobn Atwood and
His Family, in the Museum of Fine Arts in Boston. Here Darby’s style
is that of a determined New England limner, and the group portrait,
fully signed and dated 1845, is a remarkable achievement, compelling
in its realism.

In 1847 Darby became a teacher at the South Carolina Female Col-
lege in Barhamville. He soon returned north, where he lived in New
York City and Brooklyn from 1853 to 1860 and displayed portraits at
the annual exhibitions of the National Academy of Design. In 1859-60
he showed paintings of John C. Calhoun and Clay. Darby, who was briefly
married, divided his time between Brooklyn, his wife’s family home in
Brownsville, New York, and Washington, D.C. He was a deeply religious
man, and the death of his wife in 1858 impelled him to abandon por-
trait painting. After placing his young daughter in the care of his wife’s
family, Darby studied for the ministry, and in 1865 he became deacon
of St. John’s Episcopal Church in Whitesboro, New York. In 1869 he
sailed to England, where he briefly served the Anglican Church. He had
returned to America by 1873, when records place him at Saint Saviour’s
Church in Bridgeport, Connecticut. Later he moved to New York City.
Darby continued to paint—mainly religious themes—and he exhibited
works as late as 1882 at the Utica Art Association. Few of these later
works survive. Age brought failing health, and the artist took up resi-
dence with his daughter in Fishkill, New York, where he died in 1897.

The portrait of Henry Clay is simply conceived: a three-quarter-
length figure is seated in a wooden armchair. Darby has placed the chair
at a slight angle to the picture plane, next to the corner of a covered
table. On the table’s surface lie some sheets of paper and a quill pen.
Darby has positioned Clay’s head to the right of center, and he has
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Henry Clay
Henry E Darby (1829-1897)

QOil on canvas, ca. 1858

49Y4 x 39% inches (125.1 x 101 cm)

Signed (lower right corner): H. F. DARBY

Purchased by the Joint Committee on the Library, 1881
Cat. no. 32.00002
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Henry ClaY—continued

Mathew Brady’s daguerreotype of Henry
Clay, ca. 1849, may have been the source
for Henry Darby’s painted portrait.

(The Museum of Modern Art, New York.
Gift of A. Conger Goodyear)
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devoted most of his attention to the precise and convincing modeling
of it. Brightly lit, the superb face radiates intellect and self-control. The
hands are at rest but are expressive and pictorially pleasing. The large
canvas tends to dissipate the focus; Clay’s suit and the background are
monotonous (doubtless they have darkened over time).

The stark presentation of figure against dark ground hints at the
pictorial source of the portrait: a daguerreotype of Clay. The painting
was apparently created by projecting a collodion plate onto a sensitized
canvas, then painting over the image in oil. The effect is precisely that
of an enlarged photograph. Mathew Brady, who owned this painting
and Darby’s portrait of John Calhoun (p. 56), and from whom the Senate
acquired both, wrote in 1881 that he had made a photographic portrait
of Clay in 1850 and that “Darby made his study at the same time for
the oil painting.” But several scholars believe instead that a photograph,
attributed either to Brady or to the Boston firm of Southworth and Hawes,
was Darby’s main source. Brady did not say that Darby painted his por-
trait of Clay in 1850, only “his study.” The actual portrait was probably
painted nearer to the date of its 1860 exhibition at the National Academy
of Design in New York City. Likewise, Darby’s portrait of Calhoun (which
Brady associated with an 1849 photographic session) is signed and dated
1858, and the Clay may date from the same time.

Darby’s portraits of Clay and Calhoun are among the earliest to
owe their composition (and, to some extent, their appearance) to
assistance from photography. The invention of photography had a
notable effect on portrait painting. Initially, at least, it reinforced the
descriptive naturalism that was already a common trait of 19th-century
portraiture. And for patrons of lesser means, it became a replacement
for painted portraits, including miniatures. While some painters feared
the competition from photography, many artists agreed with the opinion
of painter-photographer-inventor Samuel F.B. Morse, who observed in
1839: “Art is to be wonderfully enriched by this discovery. How narrow
and foolish the idea which some express that it will be the ruin of
art. ... Nature, in the results of Daguerre’s process, . ..shows that the
minutest detail disturbs not the general repose.”!
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Marble busts of vice presidents and portraits
of notable senators are displayed in the
second floor corridor of the Senate wing.
Left to right: Paintings of Daniel Webster,
Henry Clay, and John C. Calhoun.

(1999 photograph)
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George Clinton

(1739-1812)

A key figure in the growth of the nation culptor Vittorio A. Ciani received the commission for a marble
from the Revolution to the War of 1812,
George Clinton of New York served four
years as vice president under President

Thomas Jefferson and three more under who maintained a studio in New York City, based his work
President James Madison. Born in Litfle on the best-known likeness of the vice president: an oil on

Britain, New York, Clinton was an active . L .
member of his state’s anti-British faction canvas portrait by Ezra Ames. In December 1893 Ciani wrote Architect

and, in 1775, a New York delegate to the of the Capitol Edward Clark that he had completed the clay study model.

second Continental Congress. He served as The finished work, in marble, was installed in the Senate Chamber in
a brigadier general in the Continental army

during the Revolutionary War, helped frame

bust of Vice President George Clinton under authority of a
Senate resolution approved in 1886. Ciani, an Italian citizen

1894 as part of the Vice Presidential Bust Collection. Ciani is also known

New York’s state constitution, and was for sculpted works in St. Bartholomew’s Church, Grace Church, and
chosen as the state’s first governor. Columbia College—all in New York City—and at The Breakers, the
During his six consecutive terms as . L. .
governor, from 1777 until 1795, Clinton Newport, Rhode Island, home of the Vanderbilts. In 1897 Ciani received
proved effective at managing trade and the cross of the Crown of Italy for historic merit from King Humbert.

public welfare issues. He was an advo-
cate of state sovereignty who vigorously
opposed the federal Constitution,
believing that it reduced New York’s
power in relation to other states. His
views, put forth in a series of letters
signed “Cato,” were published in the New
York Journal. These so-called Cato letters
received spirited replies from Alexander
Hamilton, writing in the Daily Advertiser
under the pen name “Caesar.”

Clinton declined to stand for reelection
in New York in 1795 but returned to the
governorship for a seventh term in 1801.
Elected fourth vice president of the United
States three years later, Clinton then
sought the presidency in 1808. Instead, he
was reelected vice president under James

Madison. Clinton died in office in 1812.

The Senate’s marble bust of George Clinton
is based on this 1814 painting by Ezra Ames.
(Collection of the New-York Historical Society)
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George Clinton

Vittorio A. Ciani (1858-1908)

Marble, modeled 1893, carved 1894

29Y% x 27 x 18 % inches (74.3 x 68.6 x 46.4 cm)

Signed (on base under subject’s truncated left arm): Victor A. Ciani / Sculptor N.Y.—
Commissioned by the Joint Committee on the Library, 1893

Accepted by the Joint Committee on the Library, 1894

Cat. no. 22.00004

Catalogue of Fine Art 81




Schuyler Colfax

(1823-1885)

Schulyer Colfax served as a U.S. represen- ntending to commission a marble bust of Schuyler Colfax for
tative from Indiana, and as the 17th vice the Senate’s Vice Presidential Bust Collection, the Joint Com-
president of the United States during the-

first term of President Ulysses S. Grant's mittee on the Library requested a preliminary clay model from

administration. Born in New York City, Indiana sculptor Frances M. Goodwin in 1896. Born in New-
Colfax grew up in Indiana where he castle, Indiana, Goodwin had studied with famed sculptor Daniel
became owner-editor of a prominent news- , .

oaper, the St. Joseph Valley Register. He Chester French at New York’s Art Students League and at the Art Insti-
was an active Whig until that party dis- tute of Chicago. The former vice president’s widow, Ellen Colfax, liked

solved in the 1850s; he then redirected his
energy toward the new Republican Party in
his adopted state.

First elected to the U.S. House of Rep- bust that same year.
resentatives in 1854, Colfax became an Ellen Colfax visited the sculptor’s Chicago studio regularly, making

influential member and a strong anti- ] . ) ) i ) ) )
slavery advocate. He was e|ec?ed Speaker suggestions that, as she put it, “will aid her in modeling a faithful like-

in 1863 and served until 1869, when he ness.” The Piccirilli Brothers of New York translated Goodwin’s clay model
assumed the vice presidency under Grant. into marble, and the Joint Committee on the Library authorized acquisi-
After serving one term, he lost his bid for
renomination in 1872. Implicated in the
Crédit Mobilier scandal, a fraudulent a gallery-level niche of the Senate Chamber.
financial scheme associated with the-
building of the Union Pacific Railroad,-
Colfax faced a loss of public support.-
Although he denied charges against him,-
and a motion to impeach him failed, the-
scandal’s aftermath eclipsed his rising-
political career. The vice president finished-
his term as a discredited man; he was-
never to hold political office again. Colfax-
retired to his home in South Bend, Indiana,-
frequently traveling to give public lectures.-
He died in Minnesota in 1885. -

the preliminary model Goodwin submitted. On her recommendation,
the committee approved the piece, and Goodwin began work on the

tion in February of 1897. The work was placed on view immediately in

Indiana artist Frances M. Goodwin.
(Architect of the Capitol)
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Schuyler Colfax

Frances Murphy Goodwin (1855-1929)

Marble, 1896/1897

30% x 29% x 18% inches (77.2 x 75.6 x 47.6 cm)

Signed (on subject’s left front jacket): Frances. M. Goodwin.
Commissioned by the Joint Committee on the Library, 1896
Accepted by the Joint Committee on the Library, 1897

Cat. no. 22.00017
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Calvin Coolidge

(1872-1933)

Calvin Coolidge served as the 29th vice
president of the United States from 1921
until his succession to the presidency in
1923 upon the sudden death of President
Warren G. Harding. A quintessential New
Englander, Coolidge was born in Plymouth
Notch, Vermont. He studied and practiced
law in Northampton, Massachusetts, held
local and state legislative office, and was
elected lieutenant governor, ultimately
becoming governor of the state. As Mas-
sachusetts’s chief executive, Coolidge
attracted national attention when he
opposed a 1919 Boston police strike with
the words, “There is no right to strike
against the public safety by anybody, any-
where, any time.”"

Coolidge was nominated as Harding's
running mate in 1920 in a political revolt
against “bossism,” and assumed the vice
presidency in 1921. Following the presi-
dent’s death, Coolidge was sworn in as the
30th president of the United States by his
father, a Vermont justice of the peace.
Untouched by the scandals of the Harding
administration, Coolidge was elected presi-
dent in his own right the following year.
His policies were strongly pro-business: He
favored tax cuts and a restrained, laissez-
faire role for government. Coolidge did not
seek reelection in 1928. In his retirement,
he wrote various articles, as well as his
autobiography. He died in 1933 in
Northampton, Massachusetts.

Moses Dykaar poses with his portraits of
President and Mrs. Coolidge. The artist

created a second version of the Calvin

Coolidge bust for the Senate.
(Library of Congress, Prints and Photographs Division)

uring the first few months of President Calvin Coolidge’s

administration, the chief executive sat for sculptor Moses

Dykaar at the White House. Dykaar, who also sculpted

First Lady Grace Coolidge, exhibited models of the first

couple at the Smithsonian Institution in Washington,
D.C., in January 1924. According to the Washington Herald, “The bust
of Coolidge is to be executed in marble, which Moses Dykaar himself
will cut...[and] is destined for the Capitol.” However, it was not until
two years later that Dykaar was contracted for a marble bust of the presi-
dent for the Senate’s Vice Presidential Bust Collection based on his plaster
model. The sculptor had earlier executed a bust of Thomas Marshall for
the Senate for which he had been paid $1,000—a fee $200 greater than
was customary, due to increased transportation costs for marble during
World War I. Dykaar again received the higher commission price for the
bust of Coolidge.

Dykaar, a Lithuanian-Russian immigrant, had attended drawing
school in his native Vilnius, later studying at the prestigious Académie
Julian in Paris. Preferring his subjects to be animated while posing, Dykaar
had difficulty with the taciturn Coolidge, who sat “silent as the Sphinx.”
But Coolidge did provide a few lighter moments. A 1931 article discusses
the sittings: “Sometimes Coolidge would tell a joke, in his cold, grim
Yankee way, but he was at his best when he wiggled his ears.”?

The same year that Dykaar was awarded the Coolidge commission,
his work was exhibited at the Smithsonian Institution’s new National
Museum in Washington, D.C. (now the Natural History Museum). Dykaar
executed the Coolidge bust in marble at his New York City studio in 1927,
it was placed in the Capitol without ceremony two years later. At that
time, it was the only statue of a living person exhibited in the building.
While the sculpture was being installed in the Senate wing, part of the
left ear was broken. It was repaired shortly afterward, redamaged in 1943,
and repaired again that same year.

Prior to his contract with the Joint Committee, Dykaar used his
plaster model to create marble busts of Coolidge for Amherst College
and the Forbes Library, both in Massachusetts. Although he donated the
model to the Smithsonian in 1929, he then borrowed it in 1931 and never
returned it; the model’s present location is unknown. Other busts by
Dykaar in the Senate are those of Vice Presidents Thomas R. Marshall
(p. 276) and Charles Curtis (p. 90). Also at the U.S. Capitol are Dykaar’s
busts of House Speakers James “Champ” Clark and Nicholas Longworth.
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Calvin Coolidge

Moses A. Wainer Dykaar (1884-1933)

Marble, modeled 1924/1925, carved 1927

27 x 23 x 12 inches (68.6 x 58.4 x 30.5 cm)

Signed and dated (on subject’s truncated left arm): MOSES W. DYKAAR / 1927
Commissioned by the Joint Committee on the Library, 1926

Accepted by the Joint Committee on the Library, 1928

Cat. no. 22.00029
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Courage

Above the west entrance in the Senate November 1938 structural report on
Chamber is a carved marble relief titled the condition of the roof over the
Courage, depicting a male warrior locked
in battle with a serpent. Sculptor Lee-

Lawrie, the designer of the panel, revealed major deficiencies and
described the imagery in a 1951 letter hazards, and recommended the

to Architect of the Capitol David Lynn:- . .
“Courage symbolizes our nation, which complete removal of the ceilings in the Senate and

unflinchingly battles Evil and vanquishes House Chambers. In 1940 Congress approved funds

north and south wings of the Capitol

iL' lused the biblical symbol for Evil, to replace the roofs, and temporary ceiling supports
the serpent.”

were installed in the Chambers. Because of a
shortage of materials and skilled labor during World
War II, however, the work was delayed until 1949.
By the time construction began on the Senate
Chamber ceiling, a more sweeping remodeling
scheme had been approved. It called for the
Chamber’s elaborate mid-19th-century style, char-
acterized as “Victorian,” to be replaced with an early
Federal-period look.

New sculptural embellishments were recom-
mended in the Report of the Commission of Fine
Arts, 1944-1948, but the sculpture for the Senate

Chamber was not laid out in detail. Thus

Maryland sculptor Lee Lawrie, who was
awarded a commission for panels to be mounted above the three
entrance doors in the Chamber, was given latitude in his selec-

tion of subject matter. “I tried to illustrate the qualities Wisdom,
Patriotism, and Courage in the designs,” he later wrote, explaining
his choices. (See also Patriotism p. 306, and Wisdom p. 432).
The pieces were carved in place by three different artists based
on Lawrie’s plaster models. Bruno Mankowski of New York City
sculpted the relief of Courage over the west entry.

Lawrie was born in Germany but moved to the United States
shortly after his birth. A prolific sculptor, he was considered “Dean
of American Architectural Sculpture.” The artist was responsible

The relief of Courage is located above the for the sculptural elements on most of the buildings designed by

:"’;:‘ ehmfan;e to the Senate Chamber. American architect Bertram G. Goodhue. In the 1955 American Sculp-

1 photograp . . ) . .
tors Series, Lawrie was noted as “a sculptor who believes that architec-

ture provides the most reasonable place for expressions of the sculptor’s

86 United States Senate




Courage
Lee Oscar Lawrie (1877-1963)

Marble, modeled and carved 1950

33 x 68% inches (83.8 x 174 ¢cm)

Unsigned

Commissioned by the Architect of the Capitol, 1950
Accepted by the Architect of the Capitol, 1950

Cat. no. 25.00008

art.”! Of Lawrie’s more than 300 commissions, ecclesiastical themes are
most prominent.

Other works by the artist include sculptures located at the Bok Singing
Tower in Lake Wales, Florida; the Chapel at West Point Military Academy
in West Point, New York; the Nebraska State Capitol in Lincoln; St. Thomas
Church in New York City; the Harkness Memorial Quadrangle at Yale Uni-
versity in New Haven, Connecticut; and the figure of Atlas in front of the
International Building at Rockefeller Center in New York City.

The artist is well represented in Washington, D.C., where his works
include bronze doors for the John Adams Building, Library of Congress;
large relief panels for the National Academy of Sciences Building; the
south entrance portal of the National Shrine of the Immaculate Con-
ception; a memorial relief at The Octagon Museum; and a portrait of
George Washington at the National Cathedral. In addition, Lawrie mod-
eled eight classical panels that were cast in plaster for installation in
the East Room of the White House, as part of the Theodore Roosevelt
renovation of the house in 1902.

Catalogue of Fine Art
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Thomas Crawford

(1813/1814-1857)

Thomas Crawford is remembered by the
U.S. Senate not for any political accom-
plishments, but for his central role as the-
sculptor of neoclassical figural groups for
the U.S. Capitol. Crawford’s massive
Progress of Civilization fills the pediment
above the east front of the Senate wing,-
while a marble copy (the badly deterio-
rated original was removed in 1974) of his
Justice and History (p. 232) surmounts the
Senate doors of the east portico. He also
designed the bronze relief doors at the east
portico entrances to both the Senate and
House wings. Finally, Crawford created the
giant Statue of Freedom that tops the
Capitol’s central dome.

Little is known of Crawford’s earliest
years, but he is thought to have been
born in New York City. He studied
drawing and was apprenticed to a wood
carver before joining the noted New York
stonecutting firm of John Frazee (p. 204)
and Robert Launitz. The latter encouraged
Crawford to study in Rome, and the
young sculptor traveled there in 1835,
the first of many American artists to do
so. In ltaly Crawford studied with the
preeminent Danish neoclassic sculptor
Bertel Thorwaldsen. Crawford established
a reputation in 1843 with the statue
Orpheus and Cerberus, now at the
Museum of Fine Arts in Boston. Senator
Charles Sumner of Massachusetts was
an early friend and helped the sculptor
obtain commissions throughout his career.

As Crawford’s reputation grew, com
missions followed—so many that for a time
his busy studio consisted of 12 rooms and
50 assistants. Crawford won several com
petitions, including one for a massive
equestrian statue of George Washington
for the grounds of the statehouse in Rich-
mond, Virginia. Tragically, Crawford did-

not live to see its completion, nor the instal -

lation of all his U.S. Capitol work. At the-
height of his productivity (he had created-
more than 60 statues), Crawford died of a-
brain tumor. He was only 44 years old. -
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his marble bust of sculptor Thomas Crawford by Tommaso

Gagliardi was purchased for the Capitol in 1871 for $100.

The Joint Committee on the Library bought the work from

Hannah Denmead, whose family owned a stonecutting

studio in Washington, D.C., at Maryland Avenue and Second
Street, N.E. The Denmeads apparently acquired the bust when Gagliardi
departed the city for Italy in the late 1850s.

Born in Rome, Gagliardi was apprenticed to the sculptor Pietro
Tenerani (a pupil of Antonio Canova) and was briefly employed by
Thomas Crawford in Italy. Gagliardi immigrated to the United States for
political reasons, arriving in 1855. Work was just beginning on the exten-
sion to the U.S. Capitol, and Gagliardi found employment for three years
carving statuary designed by Crawford for the Senate wing. This is cer-
tainly the period when Crawford’s bust was created, possibly following
the master sculptor’s untimely death in 1857.

Some of Gagliardi’s contemporaries disputed his ability as a carver,
although the bust of Crawford would seem to discount these detrac-
tors. Ironically, Captain Montgomery C. Meigs, superintendent of the
Capitol extension, recalled in his journal that Crawford himself had
written to him about Gagliardi. According to Meigs, Crawford called
Gagliardi “nothing but a rougher-out” and “no more fit to finish a statue
than he is to be President of the United States.”! However, Lot Flan-
nery, an American sculptor who worked with Gagliardi at the Capitol,
described him in a 1910 letter as “a tiger in marble cutting.”

Gagliardi returned to Europe shortly after his time at the Capitol.
He later founded a school of sculpture in Tokyo, where his discovery
of an important quarry earned him the Japanese government’s grati-
tude. Gagliardi maintained a close friendship with the Piccirilli brothers,
successful New York carvers, and through them secured a number of
important commissions worldwide. He traveled extensively in Asia, was
remembered as a “brilliant conversationalist,” and ended his days at
ease in a Tuscan villa.?

United States Senate




Thomas Crawford

Tommaso Gagliardi (1820-1895)

Marble, ca. 1855-1858

27 x 22 x 13% inches (68.6 x 55.9 x 33.3 cm)

Signed (on back of subject’s right shoulder): T. GAGLIARDI. FECIT
Purchased by the Joint Committee on the Library, 1871

Cat. no. 21.00004
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Charles Curtis

(1860-1936)

Born near Topeka, Kansas, Charles
Curtis—who would become a U.S. repre-
sentative, senator, and vice president—
was directly descended from White Plume,
a Kaw chief, and Pawhuska, an Osage
chief. During his boyhood, Curtis lived for
three years with his maternal grandmother
on the Kaw reservation near Council
Grove, Kansas. As the government pre-
pared to remove the Kaws to Indian Terri-
tory (present-day Oklahoma), young
Curtis’s grandmother urged him to seek
educational and career opportunities away
from the tribe. Following high school in
Topeka, he studied law there and at the-
age of 21 was admitted to the bar, soon
rising to county attorney.

In 1892 Curtis was elected to the U.S.
House of Representatives and was returned
six times. He moved to the U.S. Senate in
1907 to fill an unexpired term. Closely
identifying with his ancestry, Curtis
authored legislation beneficial to Native
Americans during his 20 years in the
Senate. He also served as chairman of the
Committee on Indian Depredations. Curtis
was an indefatigable political organizer;-
he became party whip, and was majority
leader between 1925 and 1929. One of
his proudest achievements in the Senate
was his effort to gain passage of the 19th-
Amendment, granting women the right to
vote. Elected 31st vice president with
Republican Herbert Hoover in 1928, Curtis
served one term before being defeated for-
reelection. He then returned to the practice-

of law in Washington, D.C., where he died-

in 1936.-
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culptor Moses Dykaar submitted a plaster model of Charles

Curtis to the vice president in 1932 and received approval to

execute the bust in marble for the Senate’s Vice Presidential

Bust Collection. Born in Lithuania, Dykaar studied art in Paris,

where he soon gained a reputation as a sculptor of note. After
immigrating to the United States, he established himself as a master
sculptor of expressive portrait busts. “Just a handsome or a pretty face
will not do,” Dykaar told a reporter in 1932. “It isn’t the likeness that
counts in sculpture. We try to make the physical features we carve in
marble show the mental and spiritual attributes of the person, and if
we do not do that we fail utterly.”?

Unlike many sculptors, Dykaar carried out his own translations of
models into marble, but he died before he could undertake the final
work on his likeness of Curtis. The sculptor’s widow arranged for the
well-known New York firm of Piccirilli Brothers to make the carving,
and it was delivered to the Senate in 1935.

Dykaar also created busts of Calvin Coolidge (p. 84) and Thomas
Marshall (p. 276) for the Senate’s Vice Presidential Bust Collection. His
vigorous marble sculptures of prominent early 20th-century Americans
can be found at the
Smithsonian Institution’s
National Portrait Gallery
in Washington, D.C., and
in a number of other col-
lections throughout the
United States.

Charles Curtis in his vice presidential office
in the Senate Office Building.
(Library of Congress, Prints and Photographs Division)
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Charles Curtis

Moses A. Wainer Dykaar (1884-1933)

Marble, modeled 1929, carved 1934

23 x 21 x 13 inches (58.4 x 53.3 x 33 cm)

Signed and dated (on subject’s truncated left arm): MOSES / DYKAAR / 1929
Commissioned by the Joint Committee on the Library, 1934

Accepted by the Joint Committee on the Library, 1935

Cat. no. 22.00031
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George Mitflin Dallas

(1792-1864)

George Mifflin Dallas was a U.S. senator enry Jackson Ellicott won the Senate’s commission for
from his home state of Pennsylvania and
the 11th vice president of the United-

States. Born i:Phi|ode|phia Dallas studied idential Bust Collection. The artist was born in Anne
law and was admitted to the bar in 1813. Arundel County, Maryland, a descendant of Marylander
He then became private secretary to Albert
Gallatin, U.S. minister to Russia. Returning . i i . .
fo Philadelphia, Dallas held office as- for George Washington in 1791. Henry Ellicott studied at the National
mayor, then was U.S. attorney for the Academy of Design under Emanuel Leutze (famous for his painting
eastern district of Pennsylvania. He was

elected in 1831 to fill the 14 months of the- £ d mili hi 1Lk
unexpired ferm of Pennsylvania Senator or monuments and military statuary. Among his well-known works
Isaac D. Bernard. He chose not to run for are the equestrian statues of Civil War General George B. McClellan

reelection, but remained active in Pennsyl- in Philadelphia and Winfield Scott Hancock in Washington, D.C. In 1889
vania state politics. In 1837 President-

Martin Van Buren appointed Dallas envoy Ellicott moved to Washington, where he became chief modeler and
and minister to Russia, an office he held sculptor for the federal government. The Dallas bust was created during
for two years.

Dallas was James K. Polk’s runnin . ) .
mate on the 1844 Democratic ficket th%t on view in a niche at the gallery level of the Senate Chamber.

a portrait bust of George Mifflin Dallas for the Vice Pres-

Andrew Ellicott, who surveyed the national capital city

Washington Crossing the Delaware) and was recognized particularly

the spring of 1893, received soon after at the U.S. Capitol, and placed

defeated Whig Henry Clay. In his capacity-
as president of the Senate, Vice President-
Dallas cast a tiebreaking vote repealing an

A daguerreotype of George Dallas

existing protective tariff. Although tradi- from the studio of Germon,
tionally known as a protectionist during his Penabert & Fredricks,
Senate years, he supported the adminis- ca. 1856-1857.

tration’s efforts to reduce tariffs, and (Library of Congress, Prints

. . . d Phot hs Divisi
defended his actions as appropriate to end Photographs Division]

public sentiment. -

As U.S. minister to Great Britain from
1856 to 1861, Dallas conducted negotia
tions leading to the Dallas-Clarendon
Convention, which sought to settle conflicts
between the two countries over relations
with Central America. He also resolved an
historic dispute with Great Britain over that
nation’s search of American vessels. In
retirement, the former vice president wrote
a biography of his father, Alexander J.
Dallas, secretary of the treasury from
1814 to 1816, and published volumes of
his own letters and opinions. He died in

Philadelphia in 1864.
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George M. Dallas
Henry Jackson Ellicott (1847-1901)

Marble, modeled and carved 1893

30 x 27% x 15 inches (76.2 x 70.5 x 38.1 cm)

Unsigned

Commissioned by the Joint Committee on the Library, 1893
Accepted by the Joint Committee on the Library, 1893

Cat. no. 22.00011
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Charles Gates

(1865-1951)

Accomplished in the fields of law, finance,
and government service, Charles Gates
Dawes served a single term as vice presi-
dent under Calvin Coolidge between-
1925 and 1929. Born in Marietta, Ohio,
Dawes studied law in Cincinnati, prac-
ticed in Nebraska, and tried his hand -

at both public-utility management and
banking. He served as comptroller of the
currency for the U.S. Treasury from 1898
to 1901, and by 1902 he had organized-
his own bank, the Central Trust Company
of lllinois.

Dawes later distinguished himself as
a U.S. Army officer during World War |,
coordinating supply procurement and dis-
tribution for both American and allied
troops and rising to the rank of brigadier-
general. In 1921 Dawes became-
the first director of the Bureau of-
the Budget, and in 1925 he-
shared the Nobel Peace Prize-
with Sir Austen Chamberlain for-
leadership of the reparations-
committee that stabilized Ger -
many’s postwar finances. -

As 30th vice president and
presiding officer of the Senate,
Dawes was critical of certain
Senate practices, especially the
filibuster, which allows for unlim
ited debate. Neither he nor
Coolidge sought reelection in
1928, and Dawes subsequently
was appointed ambassador to
Great Britain, a post he held until
1932. In that year, Dawes
became chairman of the Recon
struction Finance Corporation,
and, until his death in 1951, he
was a leading Chicago banker.
Dawes wrote several books,
including Notes as Vice Presi

dent, 1928-1929.
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Dawes

ith directness and insight, renowned portrait

sculptor Jo Davidson has captured the intelligence

and purposefulness of one of the fascinating figures

of 20th-century American political life. Davidson,

who was an acquaintance of Charles Dawes, was

selected to execute the statesman’s likeness for the Senate’s Vice Presi-

dential Bust Collection. He completed the Dawes bust in his Paris studio
in 1930 and shipped it to Washington in January 1931. Although it was
promptly installed in the Senate wing of the U.S. Capitol, the Joint Com-

mittee on the Library did not authorize payment to the sculptor until 1935.

Davidson sets a lean, sober head above the wing shirt collar that

was Dawes’s sartorial trademark. Together with the pipe and centrally

parted hair, this idiosyncratic collar signifies in Dawes a man who

Charles Dawes poses for the camera, having

just been nominated for the vice presidency
on the Republican ticket, August 25, 1924.
(Library of Congress, Prints and Photographs Division)

United States Senate

delighted in ignoring tradition and
cutting through red tape in search
of efficiency.

Davidson was principally a
modeler in clay, whose work often
remained in that medium or was
cast in bronze. He did carve
marble, and the Senate may have
required such a bust to comple-
ment the marble pieces already in
the vice presidential collection. In
any case, Davidson would have
worked with clay initially, and
some of the naturalistic detail
characteristic of Davidson’s mod-
eling would likely have been lost
in the translation into marble. A
restrained realism is apparent in the
neck and face, and the structure of
the skull is carefully rendered,
especially the eye sockets and
brow. It is surprising that the pupils
of the eyes are not drilled or
incised, but in many of Davidson’s
clay heads the eyes are veiled in



Charles G. Dawes

Jo Davidson (1883-1952)

Marble, 1930

177% x 19 x 9 inches (45.4 x 48.3 x 22.9 cm)

Signed and dated (on back of subject’s right shoulder): Jo DAVIDSON / 1930
Commissioned by the Joint Committee on the Library, ca. 1929-1931
Accepted by the Joint Committee on the Library, 1931

Cat. no. 22.00030
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Charles Gates Dawes— continued
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shadow and perhaps not incised. What is mysterious in the rougher clay
becomes expressionless in marble. The artist’s reputation for speed in mod-
eling and for spontaneity of pose is confirmed by the skewed position
of jacket lapels and tie, resulting from the turn of the sitter’s head.

Davidson was widely admired and treated as a social equal by many
of the illustrious men and women—from James Joyce to Helen Keller—
whom he modeled. He was fascinated with portraiture, and he was even
more captivated by the personalities of his sitters:

My approach to my subjects was very simple. I never had them pose but we just talked
about everything in the world. ... As they talked, T got an immediate insight into the
sitters. . . .

I often wondered what it was that drove me to make busts of people. It wasn’t
so much that they had faces that suggested sculpture. ... What interested me was the
people themselves—to be with them, to hear them speak and watch their faces change.!

Davidson instinctively responded to dominant personalities and usu-
ally produced a convincing fusion of the physical and intellectual or
spiritual aspects of his sitters. His strong portrait of Charles Dawes is
no exception.

Among Davidson’s most famous works is a seated portrait of writer
and art patron Gertrude Stein, whose massive bulk inspired Guy Péne
du Bois to write, “Miss Stein in this portrait might be the mother of us
all.”? Stein, in turn, wrote a “prose portrait” of Davidson, which was
published in Vanity Fair. A fast worker, Davidson never reverted to for-
mulaic renderings but always allowed the subject’s character to speak
through the art.

A marble likeness of Vice President Henry Wallace by Davidson
(p. 384) is also in the U.S. Senate, and Davidson’s full-length statues of
Senator Robert M. La Follette, Sr., and humorist Will Rogers are located
in the U.S. Capitol’s National Statuary Hall Collection.

United States Senate




Photographer Man Ray captures sculptor
Jo Davidson at work in his studio as he
sculpts the clay model of author Gertrude
Stein, 1922.

(National Portrait Gu”ery, Smithsonian Institution © 2000
Man Ray Trust/Artists Rights Society, NY/ADAGP, Paris)
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Everett McKinley Dirksen

(1896-1969)

Everett McKinley Dirksen was born in
Pekin, lllinois, and represented his home
state as both a U.S. representative and-
senator. After studying law in Minnesota,
Dirksen enlisted in the U.S. Army and
served in World War |. He returned to
Pekin in 1919, entered local politics, and-
won a seat on the city council in 1926. Six
years later, he was elected as a Repub-
lican to the U.S. House of Representatives,
bucking the Democratic landslide of 1932-
that was fueled by Franklin Roosevelt's first
presidential campaign.

In Washington, D.C., Dirksen com-
pleted law school at night and was
admitted to the bar in 1936. He served
in the House for 16 years, where he was
known for his independence and moderate-
political views. An eye disease kept him-
from running for reelection in 1948. Two-
years later, after recovering from the-
serious ailment, Dirksen ran for a U.S.-
Senate seat and defeated Senate Democ -
ratic leader Scott Lucas, thereby beginning-
a second career in politics. In 1959,
Dirksen was elected Republican leader of-

the Senate, and during the ensuing decade-

he helped shepherd through the Senate-
such legislation as the Limited Nuclear Test-
Ban Treaty of 1963 and the 1964 Civil-
Rights Act. -

During the 1960s, Dirksen’s strong,
effective leadership made him among the
most powerful and respected Republicans
in Washington. Dirksen was quick-witted
and an artful persuader, but his greatest
asset as a statesman was his ability to
compromise and change his position on an
issue while never compromising his convic
tions. He remained the Senate Republican
leader until his death in 1969. Speaking
at his memorial service, his son-in-law,
Senator Howard Baker, Jr., of Tennessee,
compared Dirksen to Abraham Lincoln:
“Both men understood with singular clarity
that a great and diverse people do not
speak with a single voice and that adher-
ence to rigid ideology leaves little room for
compromise and response to change.”!
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n 1968 artist Richard Harryman made an offer to Senator Everett

Dirksen to paint his likeness. A willing Dirksen sat for the artist

in the spring of 1969. Harryman worked on the portrait

throughout the summer and completed it a few weeks before

Dirksen’s death on September 7, 1969. The portrait was given
to Dirksen’s son-in-law, Senator Howard Baker, Jr., who hung it in his
Republican leader’s suite in the Capitol. In 1984 Baker asked Harryman
to make three replicas of the portrait. The following year, after his
retirement, Baker donated one of these replicas to the Senate. The other
two pictures were given to The Dirksen Congressional Center in Pekin,
Illinois, and to the Capitol Hill Club in Washington, D.C. In addition
to portraits, Harryman paints people and scenes of the Chesapeake
Bay region.

Senator Everett Dirksen’s oratorical skills were
legendary: he was known as the “Golden Voice
of the Senate.”

(U.S. Senate Historical Office)
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Everett McKinley Dirksen

Richard Hood Harryman (born 1928)

QOil on canvas, 1984

39% x 29% inches (100.3 x 75.6 cm)

Signed (lower right corner): Harryman.

Gift of Senator Howard Baker, Jr., 1985

Accepted by the U.S. Senate Commission on Art, 1985
Cat. no. 32.00025
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John Adams Dix

(1798-1879)

A man of many and diverse accomplish-
ments, John Adams Dix distinguished
himself during a long public career. Born
in Boscawen, New Hampshire, Dix saw
military service in both the War of 1812
and the Civil War. He read law and was
admitted to the bar in Washington, D.C.,
in 1824.

Dix moved to Albany, New York, in
1830 and became active in state politics.
A Jacksonian Democrat and member of the
so-called Albany Regency, he was later
appointed adjutant general and secretary
of state for New York. He was then elected
to complete the unexpired term in the U.S.
Senate of Silas Wright, Jr., and served from
1845 to 1849. An outspoken abolitionist,
he ran unsuccessfully for New York State
governor as a Free Soil candidate in 1848.

Dix then entered the business world,
serving at various times as president of
several railroads, including the Mississippi
& Missouri and the Union Pacific. In 1861
President James Buchanan named Dix sec-
retary of the treasury. During the Civil
War, Dix served in the Union army, rising
to major general. From 1866 to 1869 he-
was American minister to France. Although
a Democrat, Dix gained the Republican
nomination for governor of New York and
won, filling that post from 1873 to 1875.-
He spent his final years in New York City.
A classical scholar, Dix translated several
ancient Latin texts for private circulation;
many volumes of his speeches and travel-
reminiscences also were published. Fort
Dix, New Jersey, is named in his honor.
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ainter Imogene Morrell created her life-size portrait of John

Adams Dix several years after the statesman’s death. While

the inspiration for her painting is unknown, it bears a striking

resemblance to Daniel Huntington’s 1879 portrait of Dix

(located at the New-York Historical Society). An engraving
by Alexander Hay Ritchie, after the Huntington portrait, appears in the
two-volume book, Memoirs of John Adams Dix, compiled in 1883 by
the subject’s son, Morgan Dix.

Morrell’s paintings of Dix and a larger-than-life image of former
President James Garfield were the subject of a lengthy petition addressed
to Senator John Sherman, chairman of the Joint Committee on the Library.
Some 30 signers of the petition, including senators and representatives,
called for the purchase of the two paintings. The petition, now in the
National Archives, refers to the Dix portrait as “carefully drawn and
painted,” stating that “every muscle and vein shows the highest degree
of artistic finish.” The acquisition of Morrell’s works was urged both
because of her contributions to the “scientific study and practice of Art
in this Country” and because of her
subjects’ historical importance.
The disposition of the Garfield pic-
ture is unknown, but the Joint
Committee on the Library acquired
the likeness of Dix in 1883.

A respected painter of his-
torical subjects, Morrell studied in
Dusseldorf and Paris. She lived
in Washington, D.C., from 1877
until her death in 1908. She
exhibited works at the Philadel-
phia Centennial Exhibition in
1876, and in 1879 helped establish
the National Academy of Fine Arts
in Washington, D.C.

This 1879 painting of John Adams Dix by
Daniel Huntington is thought to have served
as a model for the Senate’s portrait of the
senator by Imogene Morrell.

(Collection of the New-York Historical Society)
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Jobhn Adams Dix
Imogene Robinson Morrell (ca. 1818-1908)

QOil on canvas, 1883

48% x 38% inches (123.8 x 98.4 cm)

Signed and dated (lower left corner): Imogene ROBINSON MORRELL. / 1883
Purchased by the Joint Committee on the Library, 1883
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Eagle and Shield

In 1782 Congress adopted the Great Seal
of the United States, which featured an
American bald eagle with wings proudly
spread. William Barton, one of the Great
Seal’s designers, explained that, “The
Eagle displayed is the Symbol of supreme
Power & Authority, and signifies the Con-
gress.”! It is not surprising that the eagle,
which occupies such a prominent position
on the seal, was meant to symbolize con-
gressional strength. The Articles of Con-
federation, ratified the previous year, had
established Congress as the only federal
authority, assigning to it alone many of
the powers that the Constitution of 1787
later divided among three separate
branches of government.

Shortly after the seal’s adop-
tion the eagle became a symbol,
not just for Congress, but for the
nation as a whole. The eagle
soon began appearing on fab-
rics, coins, buttons, furniture, and
ships’ figureheads. As successive
events inflamed patriotic fervor—
from the adoption of the Constitu-
tion, to George Washington’s
inauguration, to the War of
1812 —a profusion of eagles
spread throughout the American
decorative vocabulary.

The shield is no less important
in American iconography. First
appearing in 1782 as the escutch-
eon on the eagle’s breast in the
Great Seal, the shield proved an
apt metaphor for the recently
united nation. The pales, or ver-
tical stripes on the shield, sym-
bolize the original 13 colonies
standing as one. They support—
and at the same time are joined
by—the chief, or field at the top of
the shield, which represents the
unifying authority of Congress
under the Articles of Confedera-
tion. Like the eagle, the shield also is more
broadly associated with patriotism and the
strength of American democracy.
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t is difficult to document the origin of the Senate’s gilded wood
Eagle and Shield, which currently adorns the dais in the Old
Senate Chamber. An 1809 plan for the room shows that archi-
tect Benjamin Henry Latrobe intended to hang an eagle crest

and elaborate canopy over the vice president’s desk. His drawing

also includes an oval cartouche or escutcheon of unspecified design
on the eagle’s breast. However, Latrobe’s bird, with drooping wings,

lacks the majesty and drama of the soaring eagle that exists today in

the Old Senate Chamber. It is unclear whether his design ever became
reality—any evidence would have been destroyed when British troops

burned the Capitol in 1814.

Further, records of the art in the Old Senate Chamber are notably
scarce. The first reliable evidence of an eagle and shield located in this

The Supreme Court, which occupied the Old
Senate Chamber for 75 years, moved the
shield to the Chamber’s entrance while the
eagle remained inside.

(Life, July 2, 1951 © Arnold Newman / Getty Images)

United States Senate

room appears in an 1838 article in
the Daily National Intelligencer. 1t
describes a “rich burnished shield,
with an outer margin in the old
French style, surmounted by an
eagle of the size of life” hanging
above the vice president’s dais in
the room.! From this report it
appears that the shield we know
today existed from at least 1838,
although the official records
remain unclear on the matter. In
1846, Senate records indicate pay-
ment for “taking down curtains
and drapery & irons for Eagle &
shield.” The eagle and shield also
appear in two mid-19th-century
engravings: Thomas Doney’s
United States Senate Chamber,
published in 1846, and Robert
Whitechurch’s The United States
Senate, A.D. 1850, dated 1855. In



Eagle and Shield
Unknown artist

Gilded wood, ca. 1838

53% x 72 x 23 inches (135.9 x 182.9 x 58.4 cm)
Unsigned

Acquisition undocumented
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Eagle and Shield—continued

President’s Chair &c. Senate U.S. (detail) by
Benjamin H. Latrobe, 1809. In his drawing,
Latrobe shows an eagle with an oval cartouche
surmounting the presiding officer’s dais.

(Library of Congress, Prints and Photographs Division)
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addition, Senate records note that in 1847 a John
Wagner was paid $10 for “carving & gilding 1 scroll
for eagle,” although the Whitechurch engraving shows
no such ribbon in the eagle’s beak.

After the Senate left the room and moved into
its new Chamber in 1859, the Supreme Court of the
United States used the space. Photographs from this
period show that the shield was placed in the outer
vestibule, over the door to the Chamber, while the
eagle remained in the room. The ornate canopy that
hung over the vice president’s desk was removed, and
the eagle, now perched on a ribbon-draped horizontal
bar, was affixed to the gallery balustrade above the chief justice’s desk.
The Court occupied the room until 1935, when it moved to its new building
across the street from the Capitol. For several more decades the Eagle
and Shield remained in the same locations they occupied during the Court
years—the eagle inside the room on the gallery balustrade, and the shield
outside over the Chamber’s door. In 1976 the two pieces were reunited
inside the room for the restoration of the Old Senate Chamber.

Numerous artistic renderings of eagles are found in the United States
Capitol, but the Eagle and Shield in the Old Senate Chamber has become
the enduring symbol of the Senate. In 1838 Daniel Webster immortalized
the Senate’s eagle as an icon of American patriotism when delivering one
of the impassioned speeches for which he was famous. From the floor
of the Senate, with the gilded eagle gazing down on him from above the
vice president’s dais, he proclaimed, “We have made these struggles here,
in the national councils, with the old flag, the true American flag, the Eagle,
and the Stars and Stripes, waving over the chamber in which we sit.”?

United States Senate




In his 1846 engraving of the United States
Senate Chamber, Thomas Doney depicted the
eagle and shield above the canopied dais.
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James Oliver Eastland

(1904-1986)

James Oliver Eastland, widely known as
“Big Jim,” served in the U.S. Senate for
36 years. Eastland was born in 1904 in
Mississippi’s Sunflower County. After
practicing law and serving two terms in
the Mississippi legislature, he returned
to his birthplace to run the family cotton
plantation.

In 1941 Eastland was appointed to fill
a vacancy in the Senate created by the
death of Democrat Pat Harrison—on the
agreement that he would not run in the spe-
cial election to be held three months later.
During his short term as a senator, Eastland
earned credit for his work on agricultural
issues and built a reputation that enabled
him to run in the Democratic primary the fol-
lowing year and to defeat his replacement.

After his election to the Senate,
Eastland served on the Agriculture and
Judiciary Committees. In 1956 he became
chairman of the Judiciary Committee, a
post he held for 22 years, 9 months, and
26 days—among the longest continuous-
service of any Senate committee chair.
Eastland also chaired subcommittees on
internal security, immigration, and soil con-
servation and forestry. He served-
as president pro tempore from
1972 to 1978.

Eastland was known for
standing firm in his beliefs. Senate
Maijority Leader Mike Mansfield
of Montana observed that, once
having taken a position, James-
Eastland “proved almost impossible
to move and indeed it requires
nearly the entire Senate to budge
him.”! Senator Eastland asserted at-
the end of his long career, “I voted
my convictions on everything.”?
He resigned from the Senate in-
December 1978 to give his suc -
cessor, Thad Cochran, a few extra-
days of seniority. Eastland died in-
Doddsville, Mississippi, in 1986.-
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he Senate Commission on Art approved the commissioning
of a portrait of James Eastland in October 1999. Eastland’s
record for the longest consecutive service as chairman of
the Judiciary Committee and his position as president pro
tempore led to the decision to honor the former senator.
An advisory board composed of historians, curators, and a former East-
land staff member was established to review artists’ submissions and to
provide recommendations to the commission. Herbert Abrams was
selected to paint Eastland’s portrait and received the commission in 2000.

Abrams completed the portrait in 2001. Eastland is depicted in
the Judiciary Committee Room in the Dirksen Senate Office Building,
where the legendary senator spent so many years. Little has changed
in the room since Eastland’s tenure, and Abrams shows the original 1950s
walnut paneling and lighting fixtures. Of particular note is Eastland’s
trademark cigar. In executing the portrait, Abrams consulted numerous
photographs gathered from state and local archives. Former colleagues
and staff members of the senator assisted by critiquing the portrait as
it was being created.

Known for his portraits of prominent Americans, Abrams has
painted presidents, cabinet members, generals, governors, senators,
business and civic leaders, and
famous personalities. The artist
studied in New York City at the
Pratt Institute and the Art Students
League. He has taught art and lec
tured extensively. In 1997 he
received an honorary doctorate
from Johns Hopkins University.
Abrams’s portrait of Senator
Howard H. Baker, Jr., (p. 24) is
also in the Senate Collection.

Herbert Abrams poses in his Connecticut
studio with the completed portrait of
James Eastland, 2001.

(Courtesy of Herbert E. Abrams)

United States Senate




James Eastland
Herbert Elmer Abrams (born 1921)

QOil on canvas, 2001

43Y5 x 29% inches (110.5 x 74.9 cm)

Signed (lower left corner): Abramss

Commissioned by the U.S. Senate Commission on Art, 2000
Accepted by the U.S. Senate Commission on Art, 2002
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Leiv Eiriksson Discovers America

(A.D. 1000)

Leiv Eiriksson, also known as “Leiv the
Lucky,” is often credited as the first Euro-

pean to visit North America. Born in Iceland-

in approximately A.D. 980, he spent most of
his life in Greenland, where his father, Erik
the Red, founded the first European colony.
According to one Norse saga, Eiriksson
landed on the eastern coast of North-
America by accident. In this story, Eiriksson,
converted to Christianity by King Olaf |
while visiting Norway, sails off course on-
his return to Greenland to proselytize for his
new faith. A more reliable saga claims that
Eiriksson intentionally voyaged to North
America after hearing of the new land from-
another mariner, who sighted the continent
but did not disembark. In either case,
Eiriksson’s accounts of his discovery-
inspired several Norse colo -
nization attempts over the-
next decade. -

During his North Amer
ican adventure, Eiriksson
and his men went ashore in
several different places, and
he named the various
regions he encountered
Helluland (Flat Stone Land),
Markland (Wood Land), and
Vinland (Wine Land). The
exact location of Eiriksson’s
New World landfall is
unknown; geographers and
historians have placed it
variously between Labrador
and the Chesapeake Bay.
The most likely present-day
location for the ancient
Vinland seems to be Nova
Scotia or Newfoundland.
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eiv Eiriksson Discovers America A.D. 1000 depicts the bold
Norse sea captain commanding his men as they first sight the
shores of the New World. A group of “Norwegian Friends of
America,” organized by Dr. Alf Bjercke of Oslo, presented the
painting to the people of the United States. At a March 23,
1936 ceremony in the Capitol’s National Statuary Hall, the painting was
said to celebrate the first Norse immigrant to this country and to com
memorate the fact that a Norseman was the first European to set foot
on American soil. Senator Alben W. Barkley of Kentucky and House
Speaker Joseph W. Byrns accepted the work on behalf of the U.S. Con-
gress. The Joint Committee on Arrangements that was established for

the ceremony was made up of senators and representatives of Norwe
gian descent.

This 1893 painting of explorer Leiv Eiriksson
by Christian Krohg was the inspiration for the
Senate’s painting by Per Lasson Krohg.

(Photo: J. Lathion, © Nasjonalgalleriet)
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Leiv Eiriksson Discovers America A.D. 1000

Per Lasson Krohg (1889-1965)

after the original by his father Christian Krohg (1852-1925)

Oil on canvas, 1936

67 x 102 inches (170.2 x 259.1 cm)

Signed and dated (lower right corner): EFTER / C. KRohg / 1893 / VED / P. KRohg / 1936
Gift of the Norwegian Friends of the United States of America, 1936

Accepted by joint resolution dated March 18, 1936

Cat. no. 33.00009
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The painting is a copy by Norwegian painter and muralist Per Krohg
of an 1893 work by his father, Christian Krohg (1852-1925). The orig
inal (9 feet by 18 feet in size), which was initially exhibited at the Chicago
World’s Columbian Exposition in 1893, currently hangs in the National

Gallery in Oslo.

Per Krohg, who was born in Oslo and studied with his father and
French impressionist Henri Matisse, taught at the Academy of Art in
Oslo. Exhibitions of Per Krohg’s work attracted wide notice in Paris,
Berlin, Copenhagen, and other world capitals. His paintings are on dis
play at the Phillips Gallery in Washington, D.C., and at the United Nations
Headquarters Building in New York City.
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Oliver Ellsworth

(1745-1807)

A U.S. senator from Connecticut and third
chief justice of the United States, Oliver
Ellsworth was described by a contempo-
rary as “tall, dignified, and command-
ing.”! Born in Windsor, Connecticut,
Ellsworth was educated at Yale and
Princeton. He practiced law, served as a
judge of the Connecticut Superior Court,
and was politically active during the
Revolutionary War. For six years he repre-
sented Connecticut in the Continental
Congress. Later, as a delegate to the Con-
stitutional Convention, he helped shape the
Connecticut Compromise, which assured
each state equal representation in the
Senate and population-based representa-
tion in the House of Representatives.

After ratification of the Constitution,
Ellsworth was elected to the first United
States Senate; he served from 1789 to
1796. A wise figure whose authority in
the Senate was said to surpass even that
of Henry Clay, John C. Calhoun, and
Daniel Webster, Ellsworth reported the
first set of Senate rules and drafted the bill
organizing the federal judiciary. John
Adams considered Ellsworth the “firmest
pillar” of Washington’s administration.?
When appointed chief justice of the
United States Supreme Court in 1796,
Ellsworth resigned from the Senate.

In 1799 Ellsworth was named diplo-
matic commissioner to France, a temporary
assignment that permitted him to continue
his position with the Court. He was then
sent abroad to negotiate a treaty with
Napoleon Bonaparte. The demands of the
trip apparently contributed to a breakdown
in the chief justice’s health. After completing
his mission, Ellsworth wrote to President
John Adams on October 16, 1800 to resign
as chief justice. Returning to America the
following spring, Ellsworth served on the
Connecticut Governor’s Council and later
accepted—but then declined —the chief jus-
ticeship of the state supreme court. Semi-
retired, Ellsworth remained in Connecticut
where he died in 1807.!
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orn in New Haven, Connecticut, Hezekiah Augur was the

son of a carpenter-joiner who discouraged the boy from

undertaking a manual occupation. Instead, he directed his

son to the dry goods trade. Though a failure as a merchant,

Augur invented a lace-making machine that brought him
some financial security. Meanwhile, he pursued wood carving on his
own. In 1823 Augur followed the advice of Samuel F.B. Morse to carve
directly in marble. When his marble bust of Apollo was exhibited in
New York City, critics hailed the self-taught sculptor as “the Yankee
Phidias,” recalling the greatest artist of ancient Greece.

Augur continued to sculpt portrait busts and classical groups in New
Haven. His most respected and widely known work before his bust of
Ellsworth was the marble group, Jephthah and His Daughter (ca. 1828-32),
which illustrates a cautionary tale from the Old Testament (Judg. 11:34-35).
These half life-size figures were exhibited in Washington, D.C. In this
way Augur might have come to the attention of the Joint Committee on
the Library, which commissioned the likeness of Ellsworth in 1834. The
fact that the sculptor, like the sitter, was a Connecticut native likely played
a part in the decision.

Modeled between 1834 and 1837, this startlingly bold likeness of
the long-deceased chief justice typifies Augur’s New England neoclas-
sicism. The emphatically modeled, rugged features appear to radiate from
the blank eyes that seem unusually large because of the arching, angular
eyebrows presiding over the face. This angularity, echoed in the facial
folds descending from the nose and the forthright structure of the jaw,
is repeated in the larger forms of collar and cloak that support the head.

It is not known what source Augur consulted for the sitter’s appear-
ance, but his style clearly derives from the wood carving that the artist
pursued until 1823. He approached marble with more boldness than
subtlety, and with a certain daring skill—as seen in, for example, the
deeply cut jabot and ornamental ruffles on the front of the shirt.

The blank eyeballs that commonly appear in American neoclassic
sculpture resulted from a misconception about Greek and Roman prac
tice. The paint that once in a very naturalistic way completed ancient
eyes (when they were not carved or inlaid) wore off with time, leading
to the incorrect emulation of the blank eye by latter-day artists. The bust
is believed to be Augur’s last piece of sculpture, although he lived another
20 years.
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Oliver Ellsworth

Hezekiah Augur (1791-1858)

Marble, ca. 1837

26Y% x 26% x 17 inches (66.7 x 67.9 x 43.2 cm)

Unsigned

Commissioned by the Joint Committee on the Library, 1834
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Charles Warren Fairbanks

(1852-1918)

A prosperous Indianapolis attorney who
was active in the Republican Party,
Charles Warren Fairbanks served as both-
a U.S. senator from Indiana and 26th vice
president of the United States. Born in
Union County, Ohio, Fairbanks was a
keynote speaker at the 1896 Republican
National Convention that nominated-
William McKinley for president. In that
same year, Fairbanks was elected to the
U.S. Senate, where he served from 1897-
to 1905, chairing the Committee on Immi-
gration and the Committee on Public
Buildings and Grounds.

A leading conservative, Fairbanks was
nominated for the vice presidency on the
1904 ticket with Theodore Roosevelt. Upon
election, Fairbanks resigned from the
Senate. Although he was a favorite son
candidate for the Republican nomination
for president in 1908, Roosevelt secured
the nomination for his secretary of war,
William Howard Taft. In 1916, when Fair-
banks was again the favorite son from his
home state, he reluctantly accepted the
vice presidential nomination on the Repub-
lican ticket with Charles Evans Hughes.
After their defeat in the election, Fairbanks
returned to private life. He died in 1918.

Charles Warren Fairbanks in 1904, shortly
before he assumed his duties as the 26th

vice president.
(Library of Congress, Prints and Photographs Division)
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eoclassical sculptor Franklin Simmons specialized in

depicting Americans and American history, though he

spent most of his career in Rome. Born and raised in

Maine, Simmons briefly studied under John Adams

Jackson in Boston. For two years in the mid-1860s, the
sculptor lived in Washington, D.C., and modeled Civil War officers
Ulysses S. Grant, William T. Sherman, and David G. Farragut. Soon after-
ward, Simmons moved to Rome, where, like others of his generation,
he was attracted by the availability of materials and assistants and by
the creative environment.

Charles Fairbanks was vice president-elect in 1905 when he sat
for the bust intermittently during visits to Washington. The sculptor, who
had previously created busts of Vice Presidents Hannibal Hamlin (p. 180)
and Adlai E. Stevenson (p. 344) for the U.S. Capitol, apparently believed
that his proposal for a likeness of Fairbanks had been officially accepted.
But when the completed bust of Fairbanks later arrived in Washington
from Rome, Architect of the
Capitol Elliott Woods informed the
sculptor that the Joint Committee
on the Library had not officially
sanctioned the commission. The
bust of Fairbanks
remained in storage at the Wash

therefore

ington Custom House for two
years. Finally the vice president
notified the committee that selec
tion of Simmons as the sculptor
was “entirely satisfactory” to him.
The marble bust of Fairbanks was
approved and placed in the Senate
Chamber in 1909.

In addition to the three
busts and four statues by Simmons
in the U.S. Capitol, the artist is rep
resented in Washington, D.C., by the Peace Monument at the base of
Capitol Hill and the equestrian statue of General John A. Logan at Logan
Circle. The artist left a sizable collection of his work to the Portland
Museum of Art in his native state of Maine.
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Charles W. Fairbanks
Franklin Bachelder Simmons (1839-1913)

Marble, 1905

36 x 25 x 167% inches (91.4 x 63.5 x 42.9 cm)

Signed and dated (on back between subject’s shoulders): FRANKLIN SIMMONS / 1905
Commissioned by the Joint Committee on the Library, 1908

Accepted by the Joint Committee on the Library, 1909

Cat. no. 22.00026
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Millard Fillmore

(1800-1874)

Millard Fillmore, a successful Whig politi-
cian from New York State and a member
of the U.S. House of Representatives,
became the 12th vice president and

13th president of the United States. Born
in Locke (now Summerhill), New York,
Fillmore was assisted in his early political
career by Thurlow Weed, a Whig strate-
gist and political leader in New York.
Fillmore served in the U.S. House of Repre-
sentatives during the years 1833 to 1835
and 1837 to 1843. As chairman of the
Committee on Ways and Means, Fillmore
was active in framing the protective Tariff
of 1842. He ran successfully as the Whig
candidate for vice president in 1848 with
Zachary Taylor. As president of the Senate,
Fillmore presided over the debates on the
Compromise of 1850, a series of measures
introduced by Henry Clay to address
slavery and territorial issues.

On July 9, 1850, President Taylor
died from what his doctors diagnosed as
“cholera morbus.” A day later, Fillmore
was sworn in as president of the United
States. In his attempt to achieve legisla-
tive closure on the Compromise of 1850,
Fillmore signed the Fugitive Slave Act, a
part of the compromise developed by
Clay. Shortly thereafter, the president
approved a $100,000 appropriation for
the enlargement of the Capitol, consid-
ered a necessity due to space limitations.
Fillmore was responsible for selecting the
manner by which the Capitol would be
extended —approving the design for large
north and south wings—and choosing
the architect, Thomas U. Walter. He also
laid the cornerstone for the extension on
July 4, 1851.

Fillmore failed to win the Whig presi-
dential nomination in 1852 and four years
later ran as an unsuccessful presidential
candidate of the American, or Know-
Nothing, Party. Fillmore retired to Buffalo,
New York, where he became the first
president of the Buffalo Historical Society
and the first chancellor of the University
of Buffalo, a post he held until his death
in 1874.
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ew York sculptor Robert Cushing executed this bust of

Millard Fillmore for the Senate’s Vice Presidential Bust

Collection in 1895. Although little documentation on the
commissioning exists, it can be assumed that the Joint

Committee on the Library contacted Cushing under the

auspices of the 1886 resolution authorizing the collection. Born in Ire-
land, Cushing studied with New York sculptors John Q.A. Ward and
Randolph Rogers before establishing his own studio in New York City.

Noted in his day for his sculpture of prominent men, Cushing

sculpted a bust of New York politician John Kelly that once occupied

a place of honor in Tammany Hall. The artist is also known for his public

statues, which included abolitionist Garrett Smith and mission priest

John Drumgoole.

According to Cushing’s
correspondence, preserved
at the Capitol, the artist
searched extensively for direct
visual information to inform
and guide his likeness of
Millard Fillmore. Ultimately he
relied on engravings dating
from the former president’s
lifetime and on a “scientific
bust” of Fillmore borrowed
from the New York firm of
Fowler and Wells. This firm
led the American phrenolog
ical movement, which touted
the careful examination of the
conformation of a person’s
skull as a means of reading
character traits and presumed
mental capacity.

Cushing’s clay model
was translated into marble in
Italy and placed in the Senate
Chamber in 1895.

United States Senate

New York artist Robert Cushing.
(Architect of the Capitol)




Millard Fillmore

Robert Cushing (1841-1896)

Marble, modeled 1894, carved 1895

30% x 26% x 18 inches (76.8 x 67.3 x 45.7 cm)

Unsigned

Commissioned by the Joint Committee on the Library, ca. 1894
Accepted by the Joint Committee on the Library, 1895

Cat. no. 22.00012
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First Reading of the Emancipation
Proclamation by President Lincoln

(uly 22, 1862)

Members of Abraham Lincoln’s cabinet
gathered at the White House on July 22,
1862, to hear the president read his draft-
of the Emancipation Proclamation. Written
by Lincoln alone, without consultation from
his cabinet, the proclamation declared
that all persons held as slaves in states
that were still in rebellion on January 1,
1863, “shall be then, thenceforward,

and forever, free.”

Initially, Lincoln was concerned only
with preserving the Union, but he had
become increasingly sympathetic to the call
for abolition as the Civil War progressed.
Determined to move forward with his
cause, the president met with his cabinet
on September 22 to refine his July draft
and announce what is now known as the
Preliminary Emancipation Proclamation. In
this document, he issued an ultimatum to
the seceded states: Return to the Union
by New Year’s Day or freedom will be
extended to all slaves within your borders.
When the secessionist states ignored this
warning, Lincoln issued the final proclama-
tion on January 1, 1863.

Although it is considered one of the
most important documents in American his-
tory, the Emancipation Proclamation did
not immediately end slavery in this
country—that was only achieved with pas-
sage of the 13th Amendment to the Consti-
tution on December 18, 1865. The procla-
mation applied only to slaves living in
those states that had seceded; it did not
affect those states still in the Union. Most
importantly, Lincoln’s ability to make good
on the Emancipation Proclamation was
dependent on a Union victory. But the
proclamation fundamentally transformed
the character of the war and set a national
course toward the final abolition of slavery
in the United States.
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ew York artist Francis Bicknell Carpenter believed that

the Emancipation Proclamation was “an act unparalleled

for moral grandeur in the history of mankind.”! Carpenter

had a deep respect for Lincoln’s action, and it was he

who had the impulse to capture it on canvas, to exalt
the moment of the first reading of the proclamation. About a year after
the preliminary proclamation, Carpenter acted on this impulse. He asked
Illinois Representative Owen Lovejoy to arrange for him to paint the
subject at the White House—in fact, to set up a studio there (eventu
ally, in the State Dining Room). On February 6, 1864, Carpenter met
Lincoln, and the project began. His extraordinary extended residence
in the White House resulted in the Senate’s painting and in the inform-
ative, sometimes moving, 1866 memoir, Six Months at the White House
with Abrabham Lincoln.

Lincoln, concerned above all with the preservation of the Union,
drafted the proclamation in part as a political, in part as a military, strat
agem. Because it had the potential to recruit former slaves for the Union
army while weakening the Confederacy, the proposed proclamation had
the immediate support of Secretary of the Treasury Salmon P. Chase
and Secretary of War Edwin M. Stanton. Although faced with resistance
from Attorney General Edward Bates, who was unsympathetic to full
equality for African Americans, and Postmaster General Montgomery
Blair, who was certain that it would lead to defeat in the fall elections,
Lincoln had, according to Carpenter, “resolved upon this step, and had
not called them together to ask their advice, but to lay the subject-matter
of a proclamation before them.” The draft was read and “various sug
gestions were offered.” Secretary of State William H. Seward thought
the proclamation should be delayed until “you give it to the country
supported by military success.”? Lincoln, persuaded by Seward’s opinion,
put the document aside temporarily.

In September, however, after the Battle of Antietam, Lincoln decided
to wait no longer. He finished the second draft of the proclamation and
convened the cabinet on September 22. Carpenter’s recital of Lincoln’s
account continues: “I determined, as soon as it [the rebel army] should
be driven out of Maryland, to issue a Proclamation of Emancipation. . ..
I made the promise to myself, and (hesitating a little)—to my Maker. . . .
I do not wish your advice about the main matter. .. [for] I already know

the views of each on this question.... T am here. I must do the best I
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First Reading of the Emancipation Proclamation by President Lincoln
Francis Bicknell Carpenter (1830-1900)

Oil on canvas, 1864

108 x 180 inches (274.3 x 457.2 cm)

Unsigned

Gift of Elizabeth Thompson, 1878

Accepted by joint resolution dated February 1, 1878
Cat. no. 33.00005

can, and bear the responsibility of taking the course which I feel T ought

to take.”? The proclamation was published that same day and it took
effect on January 1, 1863, affirming the emancipation of slaves in all
states still in rebellion.

Thus, the painting deals in its subject matter with a significant his
torical crisis, though the mood is static and calm. Modern-day viewers
may need to be reminded that Carpenter’s work treats one of the core
issues in preserving the Union: freedom. To memorably convey the mag
nitude of this historic decision was beyond the ability of Carpenter, whose
ambition was not matched by his artistic talent or training. The quality
of the painting does not do justice to the significance of the subject,
but not for lack of commitment or energy on Carpenter’s part. With the
president’s full cooperation in his endeavor, Carpenter arranged for the
dramatis personae—Lincoln and his cabinet—to be photographed in
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First Reading of the Emancipation Proclamation
by President Lincoln— coninued

Mathew Brady’s studio and again in the White

—

House. He also heard the story of the evolution of
the proclamation from President Lincoln himself.
In six months he had completed his heroically
scaled work. Carpenter intentionally avoided, as he
wrote, “imaginary curtain or column, gorgeous fur
niture or allegorical statue.”*

Depicted in the painting are, from left to right:
Edwin M. Stanton, secretary of war; Salmon P.
Chase, secretary of the treasury; President Lincoln;
Gideon Welles, secretary of the navy; Caleb B.

Smith, secretary of the interior (standing); William

KEY TO THE PICTURE

THE MEN

PRESIDENT LINCOLN.

WiLLiam H. SEwARD, Secretary of State.
SatMoN P. CHask, Secretary of Treasury.
EpwIN M. StantoN, Secretary of War.
GipEON WELLES, Secretary of Navy.
EDWARD BaTES, Attorney-General.

MONTGOMERY BLAIR, Postmaster-General.

R T

CALEB B. SmitH, Secretary of Interior.

The room is the Official Chamber of the White
House, in which all Cabinet meetings are held, and in which
the President receives calls upon official business.

ACCESSORIES
9. Photograph of Simon Cameron, Ex-Sec. War.
10. Portrait of Andrew Jackson.
11. Parchment Copy of the Constitution.
12. Map of Seat of War in Virginia.
13. Map showing Slave Population in gradu-
light and shade.
14. War Department Portfolio.
15. Story’s “Commentaries on the Constitution.”
16. Whiting’s “War Powers of the President.”
17. New York Tribune.

18. Two volumes Congressional Globe.

H. Seward, secretary of state (seated); Montgomery
Blair, postmaster general; and Edward Bates,
attorney general. The setting is Lincoln’s office,
which also served as the Cabinet Room. (This is
the site and approximate size of the Lincoln Bed-
room today.) The president had indicated to Car
penter each person’s position in the room on the
day of the first reading. The artist had found the
placement “fortunately entirely consistent with my

This key to Francis B. Carpenter’s painting
indicates the principal figures and various
objects in the room. It first appeared in the
artist’s book about his experiences at the
White House.

(Reproduced from Carpenter, Six Months at the White House with
Abraham Lincoln. Lincoln: University of Nebraska Press, 1995)
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purpose.”> On the other hand, Carpenter wrote,
“there was a curious mingling of fact and allegory
in my mind, as I assigned [emphasis added] to each his place on the
canvas.” He continued:

There were two elements in the Cabinet—the radical and the conservative. Mr. Lin
coln was placed at the head of the official table, between two groups, nearest that
representing the radical; but the uniting point of both. The chief powers of a gov
ernment are War and Finance: the ministers of these were at his right—the Secretary
of War, symbolizing the great struggle, in the immediate foreground; the Secretary of
the Treasury, actively supporting the new policy, standing by the President’s side. . . .
To the Secretary of State, as the great expounder of the principles of the Republican
party ... would the attention of all at such a time be given.... The...chief officers
of the government were thus brought in accordance with their relations to the admin
istration, nearest the person of the President, who, with the manuscript proclamation
in his hand, which he had just read, was represented leaning forward, listening to,
and intently considering the views presented by the Secretary of State.

United States Senate




It took Carpenter six months to create his 15-foot-wide canvas. In
an 18606 letter to the artist, Secretary of War Chase remarked on the com
position of the work, noting that he and Stanton appear symbolically
on Lincoln’s right in the painting, having “thoroughly endorsed and
heartily welcomed the measure,” while those cabinet members who had
at first “doubted, or advised delay, or even opposed” the proclamation
appear on Lincoln’s left.”

Carpenter’s discussion of the factions within Lincoln’s cabinet must
be assumed to have come from the president himself, although it seems
remarkably candid because all the cabinet officers were still serving
(except Caleb Smith, who had died in 1864). Two other men are rep
resented in the painting: portraits of Simon Cameron and Andrew Jackson.

In 1864 Francis B. Carpenter commissioned
the American artist Alexander Hay Ritchie to
complete a steel engraving of his historical
painting. President Abraham Lincoln signed
on as the first subscriber, requesting an
artist’s proof.
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First Reading of the Emancipation Proclamation
by President Lincoln— coninued

The Senate’s painting, First Reading of the
Emancipation Proclamation by Francis B.
Carpenter, on display in the Supreme Court
Chamber in the Capitol in 1958.

(Architect of the Capiro|)
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Cameron, former secretary of war and the
man who had nominated Lincoln for the
presidency, is seen in a portrait at the
extreme left. A portrait of Jackson by Miner
Kellogg (virtually invisible today) appears
in the center of the painting and is located
today in the White House collection. Like
Lincoln, Jackson was considered a preserver
of the Union for his role in the Nullifica
tion Crisis of 1832.

Two cabinet members had strong
reactions to the painting. Secretary Chase
(who claimed to remember “not the slightest
trace of such meeting”)® complained that the
“whole picture” was “subsidiary to Seward
who is talking while every one else either
listens or stares into vacancy.”® Seward him-
self felt that Carpenter had not chosen a truly
important subject and that the Lincoln
administration’s great achievement was
the preservation of the Union.

Perhaps the least successful aspect of
the painting, as it presently appears, is the
head of Lincoln himself. Although it may
be said to embody probity and purpose, it
is also the most wooden portrait among the
group of eight men. When First Reading is
compared with the steel engraving of the

painting made by Alexander Hay Ritchie, it is apparent that some sig-

nificant alteration has been made to the head. The fault is that of the

artist, in whose possession the painting remained for a dozen years.

During this time, he made so many revisions to heads and to details

that the painting finally looked very different from the engraving that
had popularized it. Carpenter’s much-revised Lincoln became a weaker

portrait than he had originally achieved. Two restorations in the first

half of the 20th century seem to have produced further alterations, but
conservation of the painting in 1991 removed the later overpaintings.

Despite abrasion and other damage, the result is a stronger painting than
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has been seen for decades. Lincoln’s hair is more natural and more in
accord with the engraving, but the face still bears a hardness that must
be attributed to Carpenter’s reworking.

The painting has strengths—for instance, Seward’s head in pure
profile is, surprisingly, the strongest in the group. Sculpturally modeled,
it is unified and forceful. One suspects that because Seward’s figure was
essentially a background one, Carpenter ignored it while “improving”
his painting, thus leaving intact an excellent likeness, a relaxed and
expressive characterization. Although abraded, the portrait of Secretary
Blair (standing, second from right) is also well executed.

After completion in 1864, the painting was temporarily exhibited
to the general public in the East Room of the White House and then in
the Rotunda of the Capitol. It received a good deal of praise in the pop
ular press—although there were dissenters—and it enjoyed a national
tour. Lincoln himself declared the painting a success. “In my judgement,”
he commented, “it is as good a piece of work as the subject will admit
of ...and I am right glad you have done it!”10

Nonetheless, the government made no move to acquire Carpenter’s
First Reading for the nation. Finally, in 1877, Elizabeth Thompson of
New York City bought the canvas from the artist for $25,000 and offered
it as a gift to the nation. On February 12, 1878, the 69th anniversary
of Lincoln’s birth, Congress met in joint session to formally accept the
work. Carpenter attended the session, hearing tributes to himself and
his benefactors delivered by Representatives James Garfield of Ohio,
who had been a major general in the Union army, and Alexander
Stephens of Georgia, former vice president of the Confederacy. In its
handsome original frame with the seal of the United States and the rising
sun decorating the corners, the painting hangs today in the U.S. Capitol
over the west staircase in the Senate wing.
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The Florida Case before the Electoral

Commission

(February 1877)

The United States faced a major electoral
challenge with the disputed Hayes-Tilden
election of 1876. Democratic candidate-
Samuel J. Tilden won the popular vote for
president on November 7 by a 250,000-
vote margin. Preliminary Electoral College
tallies predicted that Tilden would defeat
Rutherford B. Hayes, his Republican oppo-
nent. However, the ballots of four states—
Florida, Louisiana, South Carolina, and
Oregon—were called into question. Each of
these states subsequently posted two sets of
certified election results, one favoring the
Democrats and the other favoring the
Republicans. A total of 20 electoral votes
were in dispute. Of these votes, Tilden
needed only one to become president;
Hayes would have to successfully claim all
20 of them to defeat his opponent. With the
country still reeling from the Civil War and
the election cutting to the heart of contin-
ving sectional conflict, a peaceful resolution
was crucial.

An impasse continued well into January
1877, with neither side willing to concede
the election. The responsibility for resolving
the conflict rested with Congress. But while
the U.S. Constitution gives Congress certain
election responsibilities—namely, that both
the Senate and the House of Representatives
must be present as the electoral certificates
submitted by each state are counted —it
gives no guidance as to what Congress
should do if the validity of these certificates
is disputed. Finally, on January 29, 1877,
Congress created a special electoral com-
mission to review the four states’ ballots and
to determine the final outcome of the elec-
tion. The commission was composed of 15
members drawn evenly from both parties
among the Senate, the House of Representa-
tives, and the Supreme Court of the United
States, together with a single independent
justice to ensure partisan balance. David
Davis, the independent justice first chosen,
declined to serve, and he was replaced
by Joseph P. Bradley, a justice appointed
to the bench as a Republican but who was
acceptable to the Democrats.
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uring the summers of 1877 and 1878, well-known por

trait painter Cornelia Adele Fassett was permitted to set

up a temporary studio in the U.S. Capitol’s Supreme Court

Chamber while the Court was not in session. Her aim

was to paint a group portrait of the Electoral Commis
sion’s 1877 meeting in the room. The artist’s recognition of the historic
significance of this event merits praise. She deserves attention more for
her ambition, however, than for her artistic achievement. The federal
government did not commission the painting; Fassett created it inde
pendently. That she had to wait seven years before Congress agreed to
buy it for $7,500 (much less than her original asking price), and endure
public criticism of the painting from newspapers, as well as from the
Pennsylvania Academy of the Fine Arts, attests to her determination and
endurance. Fassett was a competent painter of miniature portraits and
her painting was admired for its realism. But the organizational demands
of such an ambitious group por
trait taxed her abilities. Composi
tionally, The Florida Case before
the Electoral Commission appears
rather stilted.

Fassett’s painting has one sig
nificant precedent in American art:
Samuel F.B. Morse’s The Old House
of Representatives, completed in
1822. That much larger painting
shows a similar space, the House
Chamber, from the same viewpoint
as later selected by Fassett: the left
side of the room and slightly above
the head level of those on the main

C. Adéele Fassett’s self-portrait was based on
a Mathew Brady photograph of the artist.
(Architect of the Capitol)

floor. This allowed a clear view of
many faces. Fassett certainly knew
Morse’s painting, because it had recently (1874) been displayed at the
Corcoran Gallery of Art in Washington, D.C.

The Morse painting is the masterwork of an excellently trained artist,
deft at handling complicated perspective constructions and large groups
of figures. Where Morse’s figures form subgroups around a central focus,
Fassett crowds most of her figures into receding rows. Even the face
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The Florida Case before the Electoral Commission
Cornelia Ad¢le Strong Fassett (1831-1898)

Oil on canvas, 1879

60 x 75 inches (152.4 x 190.5 cm)

Signed and dated (lower right corner): C. Adele Fassett / 1879
Purchased by the Joint Committee on the Library, 1886

Cat. no. 33.00006

meant to attract our attention, William M. Evarts, counsel for Hayes, is

nearly lost standing amid a sea of faces.

In fairness, Fassett includes nearly three times as many figures as
Morse into a much smaller architectural space, and does so on a much
smaller canvas. But Fassett includes virtually every person who was rel
evant to the political crisis, as well as other prominent figures in the
capital city. James G. Blaine, for instance, who had unexpectedly lost
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The Florida Case before the Electoral Commission— continued

The Electoral Commission held its first
public hearing on February 1, 1877, and
deliberations continued for nine days. Leg-
islators, cabinet members, the press, and
prominent men and women of Washington
society crowded into the Capitol’s Old
Senate Chamber (then serving as the
Supreme Court’s regular meeting place).
The long and bitter debate began with the
Florida case. Although Tilden had almost
certainly won in the electoral balloting,
Republicans prevailed and the commis-
sion’s vote went to Hayes. Subsequent
voting also followed party lines, with
Bradley, the “independent” justice, joining
the Republicans. By the findings of the
commission, Rutherford B. Hayes received
all of the disputed votes, and thus the
required one-vote margin over Tilden.
Though Democrats at first protested, they
ultimately accepted the decision on the
promise that federal troops would be
removed from the South and Reconstruction
brought to an end. Congress declared
Hayes the victor on March 2, just two days
before his term began.

The Old House of Representatives, painted
by Samuel F.B. Morse in 1822, was the artistic
precedent for Adéle Fassett’s Electoral

Commission.
(Corcoran Gallery of Art, Museum Purchase, Gallery Fund)
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the Republican nomination to Hayes, appears at the lower foreground
of the picture (below the standing Evarts), his handsome face turned
to the viewer. Also present is the banker and art collector William Wilson
Corcoran, seen in the row just below the commissioners, fourth from
the left. Fassett took some artistic license—not all of the individuals
depicted attended the hearings. Some of the faces were based on existing
photographic portraits by Mathew Brady. Several relevant Brady pho-
tographs survive, including one of Fassett herself.

Among the 256 persons in Fassett’s painting, more than 60 are
women. Some are wives or daughters of political figures; others are pro-
fessionals. Fassett included 17 female journalists in the press gallery and
at least one painter in addition to herself on the main floor, Imogene
Robinson Morrell. Morrell, prominently placed directly behind Evarts,
had studied in Paris with Thomas Couture, had recently exhibited at
the Philadelphia Centennial Exposition, and had settled in Washington,
D.C. Morrell’s portrait of John Adams Dix (p. 100) hangs in the Senate.
Fassett, in front (right of center), holds her sketchbook, in which she
has drawn Evarts’s head.

One of the most prominent professional women in Washington, D.C.,
at the time was the writer Mary Clemmer Ames. Her just-published 7en
Years in Washington: Life and Scenes in the National
Capital, as a Woman Sees Them vigorously advocated for
woman suffrage and equality. Ames sits in the lower right
corner of the painting, looking at the viewer, immediately
below the great Frederick Douglass, champion of African
American equality. Fassett clearly introduced her own con-
cerns into this document, enlarging its record as a turning
point in American political life.

Adele Fassett was born in upstate New York. She
experimented with miniature painting and studied art in
Paris. After an early career in Chicago, Fassett moved to
Washington, D.C., in 1875, where she painted successful
documentary portraits of notable government figures. Her
1876 group portrait of the Supreme Court justices was exhibited at the
Philadelphia Centennial Exposition. It is now in the collection of the
Supreme Court of the United States, along with her portrait of Chief Justice
Morrison R. Waite.
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Gerald Rudolph Ford, ]Jr.

(born 1913)

Gerald Rudolph Ford, Jr., the 40th vice
president and 38th president of the United
States, was born in Omaha, Nebraska,-
and grew up in Grand Rapids, Michigan.
As a young man, he practiced law in
Grand Rapids and then served in the U.S.
Navy during World War II. Discharged in
1946 as a lieutenant commander, Ford
was elected to the U.S. House of Repre-
sentatives in 1948; he served continuously
for 13 terms, eventually becoming House
Republican leader.

In 1973, following Vice President
Spiro Agnew's resignation, President
Richard Nixon nominated Ford to replace
Agnew under the terms of the recently rati-
fied 25th Amendment to the Constitution.
(Until 1967 the Constitution did not pro-
vide for a midterm vacancy in the vice
presidency.) Ford was subsequently con-
firmed by Congress but served as vice
president for less than a year. When
Nixon resigned in August 1974 amid alle-
gations stemming from the Watergate-
scandal, Ford was sworn in as president.
In 1976 he was nominated as the Repub-
lican candidate for president against-
former Governor Jimmy Carter of Georgia;
Ford lost the election by a narrow margin.
He retired to Rancho Mirage, California.
Gerald Ford is the only person to hold the
offices of vice president and president
without being elected to either position.

C - B A
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erald Ford selected sculptor Walker Hancock to execute
his likeness for the Senate’s Vice Presidential Bust Col-
lection. The artist had earlier completed a bust of Hubert
Humphrey (p. 194) for the collection. Ford sat for Han-
cock in mid-1983 at the Ford home in California; the sit-
tings took place over several days, with the artist also taking photographs
and measurements of Ford’s head. Hancock later noted: “I had meals
with him and was constantly in his company, so that I felt that T was
well acquainted with him by the time I left.” The artist wrote to Archi-
tect of the Capitol George White following the sittings: “He has a splendid
head for sculpture, and I am fortunate in being assigned to model this
bust.” The sculpture was carved in Washington, D.C., by Vincent Palumbo,
master stone carver at the Washington National Cathedral, and was ded
icated in 1985 at ceremonies held at the Capitol and attended by Ford.
One of the most distinguished classical portrait sculptors of the
20th century, Walker Hancock is represented by many important sculp
tures in Washington, D.C., including busts of Chief Justices Earl Warren
and Warren E. Burger at the Supreme Court of the United States, and
the monumental seated figure of James Madison at the Library of
Congress. Two of Hancock’s works are displayed at the National Cathe
dral: a larger-than-life-size bronze statue of Abraham Lincoln and the
figure of Christ above the altar. Hancock also completed a third bust,
that of George H.W. Bush (p. 52), for the Senate’s Vice Presidential Bust
Collection. In 1981 Hancock was awarded the National Sculpture
Society’s Medal of Honor, and in 1989 President Bush presented
him with a National Medal of Arts
“for his extraordinary contribution to
the art of sculpture, and for demon
strating the enduring beauty of the
classical tradition.”!

Attending the unveiling ceremony at the
Capitol with President Ford are sculptor
Walker Hancock, right, and carver Vincent
Palumbo, left, 1985.

(Courtesy Gerald R. Ford Library)
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Gerald R. Ford
Walker Kirtland Hancock (1901-1998)

Marble, modeled 1984, carved 1985

26 x 22 x 12% inches (66 x 55.9 x 31.1 cm)

Signed and dated (on subject’s truncated left arm): WALKER HANCOCK 1984
Carver’s mark (under subject’s truncated left arm): C V. V. PALUMBO / 1985
Commissioned by the Senate Committee on Rules and Administration, 1983
Accepted by the Senate Committee on Rules and Administration, 1985

Cat. no. 22.00039
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Principal Fortifications of the United States

(1870-1875)

Brevet Brigadier General Seth Eastman.
(Library of Congress, Prints and Photographs Division)

128

uring the late 18th century and through much of the 19th

century, army forts were constructed throughout the

United States to defend the growing nation from a variety

of threats, both perceived and real. Seventeen of these

sites are depicted in a collection painted especially for
the U.S. Capitol by Seth Eastman. Born in 1808 in Brunswick, Maine,
Eastman found expression for his artistic skills in a military career. After
graduating from the U.S. Military Academy at West Point, where offi
cers-in-training were taught basic drawing and drafting techniques,
Eastman was posted to forts in Wisconsin and Minnesota before returning
to West Point as assistant teacher of drawing. Eastman also established
himself as an accomplished landscape painter, and between 1836 and
1840, 17 of his oils were exhibited at the National Academy of Design
in New York City. His election as an honorary member of the academy
in 1838 further enhanced his status as an artist.

Transferred to posts in Florida, Minnesota, and Texas in the 1840s,
Eastman became interested in the Native Americans of these regions
and made numerous sketches of the people and their customs. This
experience prepared him for his next five years in Washington, D.C.,
where he was assigned to the commissioner of Indian Affairs and illus
trated Henry Rowe Schoolcraft’s important six-volume Historical and
Statistical Information Respecting the History, Condition, and Prospects
of the Indian Tribes of the United States. During this time Eastman also
assisted Captain Montgomery C. Meigs, superintendent of the Capitol
extension, in securing the services of several Native Americans to model
for the sculptors working on the 1850s addition to the building.

In 1867 Eastman returned to the Capitol, this time to paint a series
of nine scenes of Native American life for the House Committee on Indian
Affairs. Eastman’s talent and his special knowledge of the subject cer
tainly qualified him for the commission, which was obtained for him by
House Ways and Means Committee Chairman Robert C. Schenck of Ohio.
Schenck, a former Civil War officer who, like Eastman, was retired for
disability during the war, believed American—not European—artists should
receive the Capitol commissions. In introducing a resolution urging the
hiring of Eastman for the project, Schenck remarked:

We have been paying for decorations, some displaying good taste and others of tawdry

character, a great deal of money to Italian artists and others, while we have Amer
ican talent much more competent for the work. Among others . . . is General Eastman,
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who . ..is more of an artist in all that relates to the Indians, except possibly Catlin
and Stanley, than any we have had in this country. ... If assigned to this duty Gen
eral Eastman will draw his full pay as lieutenant colonel, instead of as on the retired
list, making a difference of about $1,200 or $1,500 a year. For at the most $1,500 a
year we will secure service for which we have been paying tens of thousands of dol
lars to foreign artists, and we will get better work done.!

Schenck’s resolution was approved by the House but tabled by
the Senate. Nevertheless, the retired Eastman was placed—by special
order of the War Department—on “active duty” so that he could be com
pensated for creating works of art for the Capitol. He finished the nine
paintings in 1869.

In 1870 House Military Affairs Committee Chairman John A. Logan
of Illinois proposed that Eastman produce 17 canvases depicting army
forts. It is indicative of the post-Civil War sentiment in America that Logan
specified that Eastman was not to paint battle scenes; indeed, the mood
of these forts set in landscapes is serene, even nostalgic to some degree.
Never a well man, Eastman was aged and ailing by the time he received
the commission, and it is not known if he visited the forts. He had been
stationed at several of them during his military career, and as a trained
topographical draftsman he probably had plans, elevations, and even
photographs of the forts at his disposal. Eastman completed the series
between 1870 and 1875.

Charles E. Fairman, longtime curator of the Capitol, was slightly
dismissive of Eastman’s fort paintings. He thought they were “probably
more valuable as examples of historical accuracy . . . than for purely dec
orative purposes.”? He explained that it was important that knowledge
concerning government fortifications should be easily accessible and these
pictures “contain desired information and also relieve acceptably what
might otherwise be blank spaces upon an uninteresting wall.”? Yet without
touting Eastman’s paintings as masterpieces, it is still possible to value
them as considerably more than repositories of “desired information.”

For many years, the fort paintings hung in the House Military Affairs
Committee Room, first in the Capitol and later in the Cannon House
Office Building. During the late 1930s, they were returned to the Capitol
for public display. Of the 17 paintings, eight are located in the Senate,
while the others are on display on the House side of the Capitol. Eastman
was working on the West Point painting when he died in 1875.
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Note to the reader: Although the entire series of
Seth Eastman’s 17 fort paintings is reproduced on
the following pages, written commentaries are
confined to the eight paintings in the Senate wing.
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Fort Defiance, Arizona

130

f Seth Eastman’s fort series, this is the only painting of

an army post in the Southwest. Located at Canyon Bonito

about seven miles north of Window Rock, Arizona, Fort

Defiance was established in 1851 to create a military pres

ence in Navajo Country. It was built on valuable grazing
land that the federal government then prohibited the Navajo from using.
As a result, the appropriately named fort experienced intense fighting,
culminating in an unsuccessful 1860 attack by the Navajo. The next year,
at the onset of the Civil War, the army abandoned Fort Defiance. Con
tinued Navajo raids in the area led the army to send Kit Carson to impose
order. His “solution” was brutal: thousands of starving Navajo were
interned in Fort Sumner, New Mexico, and much of their livestock was
destroyed. The Navajo Treaty of 1868 allowed those interned to return
to a portion of their land, and Fort Defiance was reestablished as an Indian
agency that year. It was during the development of the fort into an agency
that Eastman depicted the site in his painting, but the evidence of the
picture suggests that he never visited the post.

At the base of a butte, a small, rudimentary block of one-story
log and sod buildings stands on a foreground plain. A dark gorge divides
the butte, and a road emerges from it. In contrast to the lush, grassy
grazing land that typified Fort Defiance, in the painting everything is
barren and inhospitable. The land is the color of sandalwood, and there
is little contrast in the sky. It is tempting to enumerate the buildings
because they are the focus of the scene. Low barracks fill most of the
small space, but one may discern kitchens, latrines, open tents, distant
cattle, wagons, and about 30 human figures, including a group of soldiers
drilling in the yard.

The scene is prosaic and matter-of-fact, and this is probably why it
seems to embody the true sense of an outpost. Surprisingly, the feeling
is similar to that captured by some 20th-century films—the bleak setting
of the Western genre, but without the Native American and army con
flict. The decision to omit all battles from Eastman’s series of fort paint
ings explains this departure from the bitter reality of life at Fort Defiance.
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Fort Defiance, Arizona
Seth Eastman (1808-1875)

Oil on canvas, 1873

21% x 31% inches (54.9 x 80 cm)

Signed and dated (lower left center): S. E. / 187[3]

Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875

Cat. no. 33.00011
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Fort Delaware, Delaware

132

he low block of this large fort is poised between sky and

water, its tranquil reflection contributing to the pleasantly

calm effect of Seth Eastman’s depiction. The sky is filled

with gently animated clouds, and a sure handling of the

space, from the darker, skillfully detailed foreground to the
light-filled distance, marks the whole painting.

Fort Delaware was built on Pea Patch Island in the Delaware River,
below Wilmington and New Castle, Delaware. The first fortification on
the island was constructed soon after the War of 1812 to protect Philadel
phia and its harbor as well as the dynamite and munitions plants near
Wilmington. It was demolished in 1833. The present structure was erected
between 1848 and 1859, becoming the largest fort in the country. During
the Civil War, beginning in 1862, the island became a prison for cap
tured Confederates and local Southern sympathizers. They were housed
not in the fort proper but in wooden barracks that soon covered much
of the island. Most of the Confederates captured at Gettysburg were
imprisoned there. By August 1863, there were 12,500 prisoners on the
island; by war’s end, it had held some 40,000 men. The conditions were
predictably notorious, and about 2,900 prisoners died at Fort Delaware.
Although the benign appearance of the postwar fort in Eastman’s painting
might have seemed ironic to late 19th-century viewers, it is also true
that Delaware’s guns never fired a shot during its entire history.
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Fort Delaware, Delaware
Seth Eastman (1808-1875)

QOil on canvas, 1870-1875

24% x 35% inches (61.9 x 89.9 ¢cm)

Signed (lower left): S. E.

Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875

Cat. no. 33.00012
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Fort Knox, Maine

134

aine was repeatedly involved in northeast border

disputes with British Canada, and the area between

Castine and the rich lumber city of Bangor was

invaded and occupied by the British during the Amer

ican Revolution and the War of 1812. Despite the
Webster-Ashburton Treaty of 1842, which adjusted the boundary to avert
the possibility of war, Fort Knox was established in 1844 to protect
the Penobscot River valley against a possible future British naval incur
sion. Named for Major General Henry Knox, America’s first secretary
of war and a native of Maine, the fort garrisoned troops from 1863 to
1866, and again in 1898, but never saw military action.

As is customary with Seth Eastman, a quiet, subtle skill is at work
here. He adjusts his tonal palette to convincingly construct both the sit
uation of the fort and the other objects within the space. The fort—a
complex geometric structure—is in good repair, yet no human is visible
in or on the fort. There is a sense of abandonment reflective of the fort’s
history. The sailboat and rowboat, whose occupants are observers of this
little-used remnant of the nation’s military past, heighten the mood.
Eastman was aware that the fort had little history—no real story to tell—
and he cleanly and matter-of-factly embeds the granite structure in the
Maine landscape.
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Fort Knox, Maine

Seth Eastman (1808-1875)

QOil on canvas, 1870-1875

24Y x 35% inches (61.6 x 90.2 ¢cm)

Unsigned

Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875

Cat. no. 33.00013
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Fort Mackinac, Michigan

136

ort Mackinac is located on Mackinac Island, Michigan, in the
narrow waterway between Lakes Huron and Michigan, very
near the present border with Canada. During more than a
century as an active military post, the fort changed owner-
ship several times and participated directly in only one con
flict, the War of 1812. British soldiers built this outpost in 1781, on a high
limestone bluff overlooking the Straits of Mackinac. The isolated post
provided much needed protection and support for the Great Lakes fur
trade. In 1783, following the American victory in the Revolutionary War,
the fort became United States property. However, the British remained
for another 13 years in an attempt to control fur trade in the upper Great
Lakes. In 1796 they evacuated the fort in accordance with the terms of
Jay’s Treaty, and the American army occupied and repaired the aging
outpost. When the United States declared war on Great Britain in June
1812, the British attacked and recaptured the fort, holding it until the
Treaty of Ghent ended the war and returned the post to American
possession. The fort sat idle during the Civil War and thereafter was irreg
ularly garrisoned by troops until 1895, when it was finally closed.

The painting successfully conveys a place and climate quite dif
ferent from the other locations in the fort series. Like a walled town,
the elevated structure consists of separate buildings within the walls.
At the right, outside the fort, is a very large house. At the foot of the
steep hill are three houses, then a stone wall with a gate, and finally
the shore with a rudimentary jetty. A canoe approaches the jetty. A large
fishing boat is on the shore, partly covered, with a fisherman in atten
dance. The looming cloud in the darkening sky warns of an
approaching storm, whose advance winds have stirred the water of this
safe harbor into small whitecaps, occasioning this small flurry of activity.
In the distance at the left, beyond the point, the viewer glimpses a
steamship and a sail on Lake Michigan. For the weather-bearing clouds,
Seth Eastman has employed blended swirls of blue-black paint in an
improvisatory pattern. It is clear from the painting that the island is pop
ulated, if sparsely, but there is no evidence of the very slight military
presence that was still there in 1872.
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Fort Mackinac, Michigan
Seth Eastman (1808-1875)

Oil on canvas, 1872

24% x 35% inches (62.9 x 90.2 ¢cm)

Signed and dated (lower right corner): S. E. / 1872
Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875

Cat. no. 33.00014
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Fort Scammel and Fort Gorges, Maine

138

ollowing the War of 1812, the Army Corps of Engineers pro-

posed that a fort be built on Hog Island Ledge, in Casco

Bay at the entrance to the harbor at Portland, Maine. Named

for the colonial proprietor of Maine, Sir Ferdinando Gorges,

it was constructed to support existing forts, including Fort
Scammel built on nearby House Island in 1808. Congress, however, did
not fund construction of Fort Gorges until 1857. The walls of the fort
were begun the next year, and when the Civil War broke out in 1861,
work quickly advanced. It was completed in 1865 as the war ended,
a granite reminder of what might have been. A modernization plan was
begun in 1869, but funding was cut off in 1876, with the third level of
the fort still unfinished. Seth Eastman painted his canvas during this
final phase.

Eastman gave Fort Scammel and Fort Gorges equal emphasis in
his sweeping view. On the distant waters of the bay, the viewer glimpses
the activity of sailboats and a steamboat, as well as construction cranes
behind both forts. This painting is unusually complex among the works
in the series, in both design elements and narrative implications. For
example, the large pier at the lower right, its pilings, and the rock and
piling at the center are strongly drawn and tightly composed. The pier
is animated by 11 figures, standing or seated, who have gathered there.
Eastman conveys the specifics of place with attention to the dress and
posture of the figures and the structure and age of the pier. The lounging
atmosphere, the casual note of the ladder leaning against the small shed
at the right, and the motionless boat with inactive occupants at the left
all suggest a backwater where time stands still. Again, Eastman seems
to compare the foreground idleness with the idleness of the forts and
with dreams of battles never fought. The mood is greatly enhanced by
the large sky, with a variety of cloud formations tranquilly painted in
pale gray tints.
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Fort Scammel and Fort Gorges, Maine
Seth Eastman (1808-1875)

Oil on canvas, 1872

24% x 35% inches (62.5 x 90.5 cm)

Signed and dated (lower right corner): S. E. / 1872
Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875

Cat. no. 33.00015
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Fort Taylor, Florida

140

he federal government broke ground on Fort Zachary Taylor

in 1845, the same year that Florida became a state. Progress

was extremely slow because of the remote location at Key

West harbor and the tropical climate. The former made

obtaining building materials difficult, and the latter
brought yellow fever and hurricanes. Although its completion was thus
delayed until 1866, the fort nonetheless played a significant part during
the Civil War by intercepting blockade-running ships. It may have been
this role, as well as Fort Taylor’s physical setting, that inspired Eastman’s
unusually expressive painting.

This is one of the more striking paintings in the series because of
the ambitious and dramatic atmosphere. The fort is solid and inert, its
flag positioned in the exact center of the image. The sky is a mauve-gray
concoction with darker cloud trails at the top. The water is windblown
and dynamic, swirling around the foreground buoys and composed in a
counterpoint of movement with the sky. The huge fort is suspended
between sky and water, slightly left of center, with carefully drawn sailing
vessels balancing the picture to the right. Only a small portion of land is
visible on the left.
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Fort Taylor, Florida
Seth Eastman (1808-1875)

QOil on canvas, 1870-1875

21% x 31% inches (54.9 x 80 cm)

Unsigned

Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875
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Fort Trumbull, Connecticut
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n 1775 Governor Jonathan Trumbull recommended the building
of a fortification at the port of New London to protect the seat
of the government of Connecticut. Built on a rocky point of land
near the mouth of the Thames River on Long Island Sound, the
fort was completed in 1777 and named for Governor Trumbull,
who served from 1769 to 1784. In 1781 during the Revolutionary War,
the fort was attacked and captured by British forces under the command
of Benedict Arnold. In the early 19th century, the fort was redesigned
and rebuilt to meet changing military needs. The present fortification
was built between 1839 and 1852 as a five-sided, four-bastion coastal
defense fort. During the Civil War, Fort Trumbull served as an organi
zational center for Union troops and headquarters for the 14th Infantry
Regiment. Here, troops were recruited and trained before being sent to
war. Today, the fort serves as a public park and tourist attraction.
Seth Eastman imagines a windless day on the river below the fort
as the setting for a quiet, pleasant scene. The everyday aspects of this
painting—the boaters and people on the shore—are, to our eyes, of
greater interest than the fort. Many of the carefully detailed figures (10
in all) seem to be regarding the fort, and the viewer’s attention is held
in this foreground area by the keenly observed, finely painted rocks
and water grasses. The apparently abandoned fort seems clearly a thing
of the past, now merely part of the pastoral scenery. The lack of mili
tary activity is emphasized by a small figure leaning casually against the
wall of the fort at the right.

United States Senate




Fort Trumbull, Connecticut

Seth Eastman (1808-1875)

Oil on canvas, 1870-1875

24% x 35% inches (61.9 x 89.5 cm)

Unsigned

Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875
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West Point, New York
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either signed nor dated by the artist, this is the painting

Seth Eastman was completing when he died in 1875. The

painting is unique in the series because the fort is not

seen except at its perimeter gun placement. Instead, the

viewer stands just above this small proscenium and looks
out at a scene of the Hudson River. The setting was familiar to 19th-
century Americans from the large number of paintings and prints of it
already existing. West Point was not an active fort at this time. In 1802,
after its crucial Revolutionary War role in preventing a British advance
down the river to New York City, West Point became a military academy
under the patronage of President Thomas Jefferson.

Even before the Civil War, West Point had become a tourist des
tination because of its fame, its proximity to New York City, and its
picturesque location. In the painting, a woman, escorted by a cadet,
tours the grounds. This work, alone among the fort paintings, shows
some military activity—the cadets are learning to prepare a cannon for
firing. An officer-instructor stands second from the left; two boys ram
the charge home in the large cannon’s barrel. Two smaller pieces of
ordnance are also shown. But it is the Hudson River, its high banks
framing the water where pleasure boats cruise, that draws the eyes away
from the busy foreground and into the serene distance.
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West Point, New York
Seth Eastman (1808-1875)

QOil on canvas, 1875

24Y x 35% inches (61.6 x 89.2 ¢cm)

Unsigned

Commissioned by special order of the U.S. War Department, 1867
Presented to the House Committee on Military Affairs, 1875
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Principal Fortifications of the United States— coninued

Fort Jefferson, Florida by Seth Eastman, 1875.
(House Fine Arts Board. Photo courtesy Architect of the Capitol)

Fort Mifflin, Pennsylvania by Seth Eastman, 1873.
(House Fine Arts Board. Photo courtesy Architect of the Capitol)
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Fort Lafayette, New York by Seth Eastman, 1870-1875.
(House Fine Arts Board. Photo courtesy Architect of the Capitol)
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Fort Rice, North Dakota by Seth Eastman, 1873.
(House Fine Arts Board. Photo courtesy Architect of the Capitol)




s - o

Fort Snelling, Minnesota by Seth Eastman, 1870-1875. Fort Sumter, South Carolina (before the war) by Seth Eastman,
(House Fine Arts Board. Photo courtesy Architect of the Capitol) 1871.

(House Fine Arts Board. Photo courtesy Architect of the Capitol)

Fort Sumter, South Carolina (after the bombardment) by Seth Fort Sumter, South Carolina (after the war) by Seth Eastman,
Eastman, 1870-1875. 1870.
(House Fine Arts Board. Photo courtesy Architect of the Capitol) (House Fine Arts Board. Photo courtesy Architect of the Capitol)

Fort Tompkins and Fort Wadsworth, New York by Seth Eastman,
1870-1875.
(House Fine Arts Board. Photo courtesy Architect of the Capitol)
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Lafayette Sabine Foster

(1806-1880)

Connecticut Senator Lafayette Sabine
Foster served as president pro tempore of
the Senate from 1865 to 1867. Because of
his position, Foster considered himself the
acting vice president upon the death of
President Abraham Lincoln and the
swearing in of Vice President Andrew
Johnson as president. Foster’s claim was
never officially recognized, however.

Born in Franklin, Connecticut, Foster
studied law and established a legal prac-
tice in Norwich, Connecticut, where he
became editor of the Whig newspaper, the
Norwich Republican. Prominent in the
Connecticut legislature, he served three
years as Speaker of the state house of rep-
resentatives. In 1854 he was elected to the
U.S. Senate as a Republican; he served
for 12 years. Following an unsuccessful
reelection bid, Foster became professor of
law at Yale College before returning to the
state legislature, where he was elected
Speaker. Foster subsequently resigned to
become associate justice of the Con-
necticut Supreme Court, where he served
from 1870 to 1876. During his judicial
service, Foster ran unsuccessfully as a
Democratic candidate for Congress. He
resumed his law practice after retiring his
seat on the state supreme court. He died in

Norwich in 1880.

The Senate’s bust of Lafayette Foster has
characteristics similar to this marble bust
of Homer, ca. 150 B.C.

(Henry Lillie Pierce Fund. Courtesy, Museum of Fine Arts, Boston.
Reproduced with permission, © 1999 Museum of Fine Arts,
Boston. All rights reserved.)
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afayette Foster’s widow presented this marble likeness of her

husband to the U.S. Senate in 1885. Sculptor Charles Calverley

of Albany, New York, created the bust several years before

Foster’s death. Foster may have commissioned the work with

the intention of presenting it to the Senate to commemorate
his service as acting vice president.

Although Charles Calverley was 45 years old when he carved the
bust, it was nonetheless an early work. Calverley began his career as
an independent sculptor at the age of 35. He apprenticed for seven
years in “a one horse marble shop” in Albany, New York, before
becoming an assistant to the noted sculptor Erastus Dow Palmer.! Fif-
teen years later, in 1868, Calverley moved to New York City. There he
established himself almost exclusively as a carver of marble portrait
medallions and busts. Even though Calverley produced more than 250
works during his lifetime, it is difficult to form a balanced assessment
of his style and achievement. Most of the portraits familiar from the
scattering of published reproductions are naturalistic and, in works after
1890, rather prosaic.

The bust of Lafayette Foster, however, is a notable exception.
Calverley’s choice of the neoclassical style is remarkable so late in the
century, but much more remarkable is his success in it. Not just Greco
Roman in type but also in spirit, this Foster is like a bust of Homer or
Seneca. (In fact, it can profitably be compared with the Homer—a Roman
copy of a Greek head—in the Museum of Fine Arts in Boston.)

The bust convincingly projects probity and dignity, and is severe
in the best sense. The head, large in comparison with the torso, is pre
sented frontally, but a slight turn eases the
severity. The eyes are lightly drilled, bal
ancing animation with sobriety. The firm
mouth appears clearly through the buttery
modeling of beard and moustache. The
torso is conceived like a classical herm
(armless, quadrangular, and tapered
downward), but it is adorned with a light,
subtly carved drapery in the classical
manner. Throughout, Calverley combines
suppleness of modeling with distinct linear
accents to infuse unexpected life into the
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Lafayette Foster

Charles Calverley (1833-1914)

Marble, 1879

22 x 15% x 12% inches (55.9 x 39.4 x 31.1 cm)

Signed and dated (on subject’s back): C. CALVERLEY. SC. 1879.
Gift of Martha Lyman Foster (widow of Lafayette Foster), 1885
Accepted by Senate resolution dated February 19, 1885

Cat. no. 21.00006
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Lafayette Sabine Foster— coninued

Right:

The bust of Lafayette Foster is displayed in
the Vice President’s Room in honor of his
position as acting president of the Senate.

(1999 photograph)

150

unfashionable neoclassical style. This is an especially memorable like-

ness of Foster, embodying the description by writer Mary Clemmer Ames

of “Foster of Connecticut, that most gentle gentleman, who went from

the Senate bearing the good will of every Senator whatever his politics.”?

The bust was not officially commissioned by the Senate, but was

formally accepted by Senate resolution dated February 19, 1885. Tem

porarily displayed in the Senate Chamber adjacent to the presiding

officer’s chair, it was later permanently mounted on a marble, wall-hung

pedestal for display in the Vice President’s Room of the Capitol.

Calverley worked increasingly in bronze from the 1880s on. He

United States Senate
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portrayed in bronze one of his
most important subjects—the poet
Robert Burns—in full-length, bust,
and medallion form. The full-
length, nine-foot seated statue of
Burns was unveiled in Albany’s
Washington Park in 1888. The
bronze bust of the poet is in the
Metropolitan Museum of Art in
New York City, a gift of Andrew
Carnegie. The majority of Charles
Calverley’s works have not been
identified; the Albany Institute of
History and Art owns the largest
collection of his sculptures.

Senator George Moses, seated, and Secretary
of the Senate Harry Sinclair in the Vice Pres
ident’s Room. The bust of Lafayette Foster is
displayed in the background, 1924.

(Library of Congress, Prints and Photographs Division)






Benjamin Franklin

(1706-1790)

Benjamin Franklin was born in Boston
and learned the printing trade as his
brother’s apprentice before he moved to
Philadelphia in 1723. Within 10 years-
Franklin acquired his own press, wrote
and published the popular collection of
witticisms and practical advice known as
Poor Richard’s Almanack, and became
owner of the Pennsylvania Gazette.
Franklin, as a founder of the American
Philosophical Society, initiated numerous
social improvements and displayed a-
keen interest in science. One of his inven-
tions was the Franklin stove (which
improved on the function of the fireplace);
he conducted groundbreaking experi
ments with electricity as well.

Franklin became increasingly active
in public affairs after 1754, the year he
represented Pennsylvania at the Albany
Congress. Convened by the British to
settle affairs with the Iroquois, the con-
gress also took up the matter of closer ties
among the colonies. Franklin proposed a
plan of union, which was adopted by the
delegates but rejected by both Great
Britain and the colonial governments.

In 1757 Franklin was sent to London
for what would be the first of a series of
diplomatic missions on behalf of the
colonies. He was subsequently elected -
as a delegate to the second Continental
Congress, becoming a member of the com-
mittee charged with drafting the Declaration
of Independence. During the Revolutionary-
War, Franklin went to France to negotiate a
treaty of alliance, emerging as a favorite
personality of the French. Later he served as
a member of the commission that drafted-
the treaty ending the Revolutionary War.
Upon his return to America, Franklin
became president of the executive council
of Pennsylvania and in 1787, at the age of-
81, was the senior delegate to the Constitu-
tional Convention. His last years were spent
at his home in Philadelphia.
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ne of the best-known American sculptors of his day,

Hiram Powers began his career as a modeler of wax

figures in Cincinnati, Ohio. In 1834, under the

patronage of Cincinnati lawyer and horticulturist

Nicholas Longworth, Powers moved to Washington,
D.C. Longworth’s influence inspired Powers to make busts of Andrew
Jackson and other prominent citizens. As his talent increased, Powers
decided to move to Florence in 1837, where he established himself as
an outstanding sculptor.

Because of Powers’s renown, Congress included in the Civil Appro
priations Act of 1855 a provision that charged the president of the United
States to “contract with Hiram Powers, for some work of art executed
or to be executed by him, and suitable for the ornament of the Capitol.”
A maximum sum of $25,000 was authorized. Senator Salmon P. Chase
of Ohio, who introduced the legislation, commented on Powers’s talent:
“Let the renown of the great sculptor, whose works honor this country
and his age, be the sufficient recommendation. ...”!

Powers immediately offered his allegorical female nude America
for the $25,000. However, when pictures of the statue were seen, its
similarity to Thomas Crawford’s Statue of Freedom, intended for the
new dome of the U.S. Capitol, discouraged the sculpture’s selection.
Powers then offered a choice among several heroic portrait possibili
ties: likenesses of George Washington, Benjamin Franklin, Daniel
Webster, or John C. Calhoun.

The contract finally executed between Powers and President James
Buchanan in 1859 specified two statues—one of Benjamin Franklin and
one of Thomas Jefferson—for the sum of $10,000 each. The standing
statue of Franklin arrived at the Capitol in November 1862 and was
placed at the foot of the east staircase of the Senate wing. The Jefferson
statue was installed at the foot of the east staircase in the House wing
the following year.

The benignly impressive statue of Franklin includes a prominent
allusion to the power of lightning, depicted in the tree trunk upon which
he rests his left elbow. A deep channel is scored in the trunk from
top to bottom. Between 1748 and 1752, working with his theories on
electricity, Franklin devised the lightning rod to protect homes and
public buildings from destruction. The invention made his name famous
to a vast public at home and abroad, a fame further magnified by his
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Benjamin Franklin

Hiram Powers (1805-1873)

Marble, 1862

97Y x 3474 x 21% inches (247.7 x 88.6 x 54.9
cm)

Signed and dated (on right side of base):
H POWERS / Sculp. 1862

Inscribed (on front of base): FRANKLIN

Commissioned (appropriated by an act of
Congress approved March 3, 1855) by
President James Buchanan, 1859

Accepted by the U.S. government, 1862

Cat. no. 21.00008

Catalogue of Fine Art

153



Benjamin Franklin— cominuea

Hiram Powers, far right, his family, and
studio personnel and their wives pose in the
garden of the artist’s Florence residence,
around 1856. The artist’s model of Franklin

appears in the background.

(Photo detail. Wunder, Hiram Powers: Vermont Sculptor,
1805-1873. Newark: University of Delaware Press, 1991.
Reprinted with permission of Associated University Presses)
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1766 arguments to the British Parliament
resulting in the repeal of the infamous
Stamp Act. Painted portraits of Franklin
frequently include a flash of lightning in
the background, but the Powers likeness
appears to be the only sculpture to
attempt this iconographical reference.
The American sage is shown in a
cogitative pose, hand on chin, standing at
rest. He appears middle-aged, and it is
likely that Powers, working a century later,
chose to show Franklin at the early apogee
of his renown in the mid-1760s. Powers’s
art was often cool and aloof, but here he
created a plausible and dignified likeness,
imbued with a great deal of humanity.
This life-size statue of Franklin
depicts him wearing a contemporary cos-
tume. In his busts, Powers favored clas-
sical or quasi-classical drapery, but in his
full-length portraits he depicted costumes
appropriate to the sitter. Here the costume
is in the English style of about 1750 to
1765 (although Powers called it “the con-
tinental suit”).2 The sculptor introduced
interesting naturalistic details, such as the
wrinkles in the hose and the tuck in the
pocket flap where Franklin’s thumb
intrudes. Such details are particularly com-
pelling in marble, and because they are
not fussy, the appearance is ordered and

clean. The most striking item is the three-cornered hat, in fashion
throughout the 18th century, especially before the French Revolution.
Although the cocked hat was often worn at a rakish angle, Powers’s
Franklin wears his soberly, horizontally. This costume was not arbitrary
or imagined. In the interest of documentary accuracy, Powers arranged
through a Boston friend to obtain items of Franklin’s clothing, loaned
for the purpose by his descendants.




Franklin’s pose is common in painted portraits and ancient sculp-
ture, where the subject is depicted leaning on a tree trunk or spear, for
example. Powers devised a variation on the pose that is a striking depar-
ture from tradition: The figure’s firm, supporting leg is in the center
(between trunk and outer leg), while the outer leg is relaxed, further
from the tree trunk. The inner leg becomes the central support for
Franklin’s torso, establishing a strong vertical that rises straight to his
left hand and his head. It is an almost literal expression of Franklin’s
celebrated sagacity and rectitude. Powers also makes a pleasing com-
positional congruence between the curve of Franklin’s right leg and the
strong curve of the lightning channel in the tree trunk.

Most important is the artistic source Powers consulted for Franklin’s
features. It was, indirectly, the great head of Franklin created by Jean-
Antoine Houdon in 1778. The English sculptor John Flaxman made a
plaster cast (ca. 1801-02) from Houdon’s original, and it was given to
the American Philosophical Society in 1802. Powers’s friend Richard
Henry Wilde managed to obtain a copy made from Flaxman’s cast and,
in 1847, sent it on to Powers in Florence, together with a painted minia-
ture and engraved portraits of Franklin. The 1847 date draws attention
to the fact that as early as 1844 Powers was maneuvering to seek a
federal contract for a statue of Franklin for the Capitol. When Powers
found that these negotiations were proceeding very slowly, he began
work on a plaster model of Franklin for the city of New Orleans. The
city was unable to procure sufficient funds for a commission, but luckily
the federal contract materialized in 1858, by which time the plaster model
for the statue was almost finished. The Senate’s marble sculpture was
signed and completed in 1862.

Powers subsequently executed a duplicate of the Franklin piece
for the city of New Orleans after adequate funds were raised, and he
later created several busts based on the same model. In addition to the
Thomas Jefferson statue commissioned at the same time as that of
Franklin, Powers is also represented in the Capitol by a bust of Chief
Justice John Marshall (p. 272) in the Old Supreme Court Chamber.
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Hiram Powers found inspiration in Jean-
Antoine Houdon’s 1778 plaster bust of
Benjamin Franklin.

(Philadelphia Museum of Art)
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Joseph Gales, Jr.

(1786-1860)

For a half century before the Civil War,
Joseph Gales, Jr., played a significant

role in recording the debates of the U.S.
Senate. Gales was born in England and
immigrated to the United States as a child
with his parents. He learned the printing
trade and stenographic skills, and in 1807
Gales moved to Washington, D.C., where
he joined the National Intelligencer news-
paper and began reporting congressional
proceedings. When the Intelligencer’s
founder, Samuel H. Smith, retired in 1810,
Gales took over as owner and editor of the
paper, in partnership with his brother-in-
law, William W. Seaton.

At first, Gales was the Senate’s sole
reporter, and Seaton reported on the
House of Representatives. The Intelligencer
supported the Jefferson, Madison, and
Monroe administrations, and Gales and
Seaton were selected as the official
printers of Congress from 1819 to 1829.
In addition to printing government docu-
ments, they began compiling their reports
of floor debates and publishing them in the
Register of Debates, a forerunner of the
Congressional Record. Gales also served
as mayor of Washington, D.C., from 1827
to 1830. Gales and Seaton flourished
during the “Era of Good Feelings,” a
period of relative political complacency,
but after Congress was split between the
Whigs and Democrats, the partners lost
their official patronage. The National Intel-
ligencer continued to be published until
1868; Gales died in 1860 and Seaton
retired in 1864.
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hortly after the retirement of Joseph Gales from the National

Intelligencer, an admirer wrote, “As an editor, Mr. Gales has

few equals in the United States, and no superior.” The source,

one Oliver H. Smith, further volunteered that Henry Clay had

considered Gales, after John Quincy Adams, to be the man who
“knew the most of our country, and its prominent men.” Smith offered
a description of Gales that accords well with the Senate’s portrait by
George P.A. Healy. In physique, he wrote, “Mr. Gales is about the common
hight [sic], well made, broad face, remarkably large head, prominent,
square forehead, heavy coat of hair....”!

This handsome, assured portrait commemorates Gales’s role in the
famous Senate debate between Robert Young Hayne and Daniel Webster
in 1830. South Carolina’s nullification doctrine, formulated by Vice Pres-
ident John C. Calhoun and put forward in a Senate speech by Senator
Hayne, posed an important test for the Union. Webster, having decided
to answer Hayne, asked Gales to report his speech. Gales’s shorthand
notes, as copied by his wife and revised by Webster, became the his-
torical source for the instantly famous address. Gales soon thereafter
adopted the stirring closing words of Webster’s reply to Hayne—*“Liberty
and Union, now and forever, one and inseparable!”—and printed them
above his editorial column from that time forward.

George P.A. Healy was already a successful and prolific portraitist
when he created this likeness of Gales. The artist had shown evidence
of talent at an early age and was encouraged by the prominent painter
Thomas Sully. Healy later moved to Paris and established himself as an
internationally known portraitist patronized by royalty and the upper
class. He returned to the United States in 1842 and spent much of his
time in Washington, D.C., on numerous portrait commissions.

A related historical painting by Healy, Webster’s Reply to Hayne,
was originally commissioned by King Louis Philippe of France. Healy
had suggested the subject to the king in the summer or fall of 1843.
Louis Philippe envisioned a museum in the former royal palace at Ver-
sailles that would be dedicated to the ideals and individuals of modern
republicanism in Europe and America. To that end, he had already sent
Healy back to America in 1842 to paint portraits or copy existing
portraits of American statesmen for his museum. Webster’s Reply to Hayne
was destined for the same site. But with the fall of Louis Philippe in
1848, that project was suspended. In 1852 the painting was exhibited
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Joseph Gales
George Peter Alexander Healy (1813-1894)

Oil on canvas, ca. 1844

35% x 28% inches (90.5 x 73 cm)

Unsigned

Purchased by the U.S. Senate Commission on Art, 1984
Cat. no. 31.00016
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Joseph Gales, Jr.—continued

This 1854 lithograph of Joseph Gales by
Leopold Grozelier was based on the Senate’s

portrait of the famous journalist.
(National Portrait Gallery, Smithsonian Institution)
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at Faneuil Hall in Boston, where it has remained. In his monumental

canvas, painted some 20 years after the event, Healy included not only

the members who witnessed the debates, but also individuals he knew

or admired who were never present. He situated Joseph Gales, recorder
of the historic event, fairly prominently in the center background.

Gales’s portrait is not a study for the large history painting, but a

carefully finished independent portrait derived from such a study. Artists

engaged on paintings that contained likenesses of many notable indi-

viduals were frequently able to increase their earnings by painting sep-

arate finished portraits commissioned by each sitter. Webster’s Reply to

Hayne resulted in 135 such portraits. Marie de Mare, granddaughter and

biographer of the artist, wrote, “As Healy hoped, many of the sitters

ordered their portraits as painted in the picture, and many ladies appeared

at his studio dressed in becoming 1830 costumes resurrected from their

attic trunks.”? A number of the life studies were painted during the

spring and summer of 1844, and the Senate’s portrait of Joseph

Gales is presumed to have been made then. Gales later

acquired the portrait, which became a favorite likeness and

remained in the family until the Senate purchased it.

Gales is pictured behind a balustrade, his forearm

resting on the rail. The head is set high on the canvas,

which helps to reinforce the appearance that Gales

is standing, although he is shown only half-length.

The notebook and pen he holds allude generally to

his profession as a recorder and reporter of con-

gressional debates, and circumstantially to his role

in the Webster-Hayne debate. Yet the setting created

by Healy is more decorative than specific to the

Senate Chamber, where the debate took place. A

maroon drapery is behind Gales, pulled back to reveal

an abbreviated landscape of sky and trees. Against this

dark background, Gales’s silver-gray hair and warm flesh

tones stand out strongly, and the expressive, intelligent

head is offset by the white and lilac cravat with a striking

zigzag stripe.
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In 1851 George P.A. Healy completed his

monumental painting Webster’s Reply to
For the next 50 years, Healy worked on both sides of the Atlantic. Hayne. Joseph Gales can be seen in the

His painting Franklin Urging the Claims of the American Colonies before center background.

(Courtesy Boston Art Commission 1999)
Louis XVI won a gold medal at the Paris International Exposition of 1855,

and he was the first American artist invited to contribute a self-portrait
to the Uffizi Gallery in Florence. In failing health, Healy moved back
to America in 1892. He died two years later in Chicago.
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James Abram Gartfield

(1831-1881)

A U.S. representative from Ohio and 20th
president of the United States, James
Abram Garfield was born near Orange,
Ohio. Before entering political life,
Garfield was a professor at Western
Reserve Eclectic Institute (now Hiram Col-
lege) and served as its president from
1857 to 1861. Elected to the Ohio senate
as a Republican in 1859, he gained popu-
larity as a persuasive speaker in support of
abolition. During the Civil War, Garfield
joined the Union army, performed coura-
geously in battle, and rose to the rank of
major general before resigning in 1863.
He then served in the U.S. House of Repre-
sentatives from 1863 to 1880. An oppo
nent of currency inflation and excessive
tariffs, Garfield was chosen House
minority leader in 1876. The following-
year he played a key role in the election of
President Rutherford B. Hayes by serving
on the electoral commission that ruled on
contested ballots from several states. -

Although elected to the U.S. Senate
in 1880, Garfield never took his seat.
Following a lengthy deadlock at the
Republican convention, he was unani
mously nominated for the presidency as a
compromise candidate. He won the elec-
tion but served as president for only four
months. Garfield was fatally shot at the
Pennsylvania Railroad depot in Wash
ington, D.C., by Charles Guiteau, a dis-
appointed office seeker. Public outrage
over the loss of President Garfield, who
lingered for 11 weeks before dying, led
to the creation of the Civil Service system
to manage U.S. government employment
more effectively. |

The full-length statue of President Garfield
by Charles Niehaus is located in the Rotunda
of the U.S. Capitol.

(National Statuary Hall Collection, Architect of the Capitol)
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n 1965 Marie J. Niehaus, daughter of sculptor Charles Niehaus,
bequeathed her father’s bust of President James Garfield to the
United States. She asked that the piece be displayed in the Pres-
ident’s Room of the U.S. Capitol, along with the bust of President
William McKinley, already in the room. The Joint Committee on

the Library accepted the Garfield bust as a gift from the Niehaus estate.
Born in Cincinnati, Ohio, and trained in his home state and at
Munich’s Royal Academy, Niehaus was Cincinnati’s logical choice to create

the city’s memorial to the slain president following Garfield’s death in
1881. The resulting standing figure of Garfield, modeled in 1883 as
Niehaus’s first commission, led immediately to commissions for Ohio’s

two contributions to the National Statuary Hall Collection in the U.S.

United States Senate

Capitol: Garfield and former gov-
ernor William Allen.

Marie Niehaus stated that her
father executed the Senate’s bust
of Garfield at the same time as his
full-length sculptures of the pres-
ident. Lucretia Garfield, the wid-
owed first lady, is said to have
consulted on the modeling of the
works.

After the Garfield commis-
sions, Niehaus primarily worked
abroad in a Rome studio. In 1892
he executed a particularly note-
worthy pair of bronze relief doors
for New York City’s Trinity Church,
and in 1893 he exhibited with dis-
tinction at the World’s Columbian
Exposition in Chicago. Niehaus is
represented today by 10 sculptural
pieces in the U.S. Capitol; the
Senate’s busts of Garfield and Vice
President Daniel D. Tompkins (p.
368) are among them. His public
sculptures are located in numerous
cities in the United States.



James A. Garfield
Charles Henry Niehaus (1855-1935)

Marble, ca. 1885

30Y% x 24% x 18 % inches (76.8 x 61.9 x 46.4 cm)

Unsigned

Bequest of Marie J. Niehaus (daughter of the sculptor), 1965
Accepted by the Joint Committee on the Library, 1965

Cat. no. 21.00011
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James Abram Garfield—commued
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n 1883 a Tiffany and Company representative wrote to Secre-

tary of State Frederick T. Frelinghuysen on behalf of Antonio

Salviati, a well-known Venetian maker of mosaics and art glass.
The letter stated that Salviati wished to donate a specially made

mosaic memorial portrait of President Garfield to the United States.

The portrait had been designed as a companion piece to an existing
portrait of Abraham Lincoln (p. 260), which was given to Congress in

1866 by the same firm. Following temporary exhibition in Boston at an

arts and industries fair, the Garfield mosaic was formally accepted by

a concurrent resolution in May 1884.

Salviati, whose manufacturing company was largely responsible

for the rebirth of Venetian glasswork during the late 1800s, created

mosaics in a medieval style that found favor among designers of build-

United States Senate

ings and memorials. In London,
Salviati’s mosaic murals were
installed in the Albert Memorial at
Kensington Gardens, and in the
cupola of St. Paul’s Cathedral. In
the United States, Salviati mosaics
decorate the church and the
museum on the campus of Stan-
ford University in California.

The mosaic portraits of James Garfield, left,
and Abraham Lincoln, right, hung for many
years on the third floor of the Senate wing
of the Capitol, 1974.

(Architect of the Capitol)



James A. Garfield
Antonio Salviati (1816-1890)

Enamel mosaic, 1882

25 x 23 inches (oval) (63.5 x 58.4 cm)

Signed and dated (on right side, above subject’s shoulder):
Dr. A. SALVIATI / VENEZIA 1882

Gift of the artist, 1884

Accepted by concurrent resolution
dated May 19, 1884

Cat. no. 39.00002
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Giuseppe Garibaldi

(1807-1882)

Giuseppe Garibaldi rose from modest
beginnings to become one of ltaly’s fore-
most military heroes. Born in 1807 in Nice,
Garibaldi became a sailor, a merchant cap-
tain, and an officer in the Piedmont-Sardinia
navy. In 1834 he fled to France after partic-
ipating in an unsuccessful mutiny, fomented
in part to spark a republican revolution in
Piedmont-Sardinia. By 1836 Garibaldi was
living in South America, where he gained
fame as a revolutionary mercenary fighting
in Brazil and Uruguay.

In 1848 Garibaldi set out for Italy
with his band of “Redshirts.” Garibaldi
and his men joined the Risorgimento, a
movement to unify the disparate Italian
states by wresting ltalian territory from for-
eign powers. A spirited defense of Rome
against the French army in 1849 and a
heroic escape from Austrian forces further
increased Garibaldi’s fame. His republican
sympathies did not endear him to the mon-
archs of the ltalian states, however, and
Garibaldi found himself once again exiled.

Garibaldi returned to ltaly in 1854,
entering the service of Piedmont-Sardinia
and subsequently driving the Austrians
out of northern ltaly. In 1860 he cap-
tured Sicily and Naples in the hope of
uniting the entire peninsula under Victor
Emmanuel I, the king of Piedmont-Sar-
dinia. However, his immense popularity
and republican sentiments prevented him
from attaining an official role in the new
kingdom of Italy, proclaimed in 1861.

Garibaldi’s continued popularity and
effectiveness as a military commander
inspired Victor Emmanuel to turn to him
repeatedly for assistance. Garibaldi
headed two private expeditions against
papal Rome in 1862 and 1867, and in
1866 he led an ltalian army in yet another
victory over the Austrians, acquiring
Venice for the ltalian Kingdom. After a
final campaign in 1870-71, in which he
assisted the French in the Franco-Prussian
War, Garibaldi retired. Though crippled
by rheumatism and old injuries, he was
secure in his reputation as the greatest mil-
itary leader of the ltalian Risorgimento. He

died on the island of Caprera in 1882.
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fter Giuseppe Garibaldi’s death in 1882, a group of Wash-

ington, D.C., residents of Italian descent formed the

Society for a Monument to Garibaldi. They commissioned

Giuseppe Martegana, an Italian artist living in Paris, to

create a bust to commemorate the patriot. In a letter to

the president of the Senate dated December 14, 1887, Dr. Tullio de
Suzzara-Verdi offered the Garibaldi bust, executed in Italian marble,
to the United States. He asked on behalf of the society that it be accepted
“as a link in the chain of sympathy that all free men feel for the cham-
pions of liberty and popular government.” The work also was presented
as an expression of Italian achievement in sculpture. On August 23,
1888, the Senate approved the acquisition, resolving that “the Senate
of the United States expresses its sense of

the patriotism and liberality which

prompted this noble gift from these
adopted citizens of Italian birth,
and extends to them, the coun-
trymen of the great champion of
Italian liberty, the assurance of
the admiration of the people
of this land for his noble life
and distinguished deeds.”!

Italian patriot Giuseppe Garibaldi, 1880.
(Library of Congress, Prints and Photographs Division)

United States Senate




Giuseppe Garibaldi

Giuseppe Martegana (dates unknown)

Marble, ca. 1882-1887

32 x 24% x 14 inches (81.3 x 62.2 x 35.6 cm)

Signed (centered on subject’s back): Martegana

Gift of the Society for a Monument to Garibaldi, 1888
Accepted by the Joint Committee on the Library, 1888
Cat. no. 21.00007
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Ulysses S. Grant

(1822-1885)

Ulysses S. Grant, the 18th president of the
United States, graduated from the U.S. Mil-
itary Academy in 1843, and then served
in the Mexican War alongside many future
Confederate officers. Disillusioned with
military life, he resigned his commission in
1854. For the next six years he worked
with little success as a farmer, real-estate
broker, and customs-house clerk, eventually
seftling as a clerk in his father’s leather
goods store.

At the outbreak of the Civil War in
1861, Grant accepted command of an
infantry regiment in the lllinois militia. Early
successes earned him promotion to the rank
of major general in the regular army from
President Abraham Lincoln. In 1862, when
his poor judgment cost 13,000 casualties
at the Battle of Shiloh, the public clamored
for his dismissal. Lincoln, however, refused
to relieve him, claiming, “I can’t spare this
man—he fights.”? Grant's brilliant victory
at Vicksburg the following year restored his
reputation and prompted Lincoln to award
him command of all Union troops. His
aggressive strategies led to Union victory
in 1865, making Grant a national hero.

Grant reluctantly accepted the Repub-
lican presidential nomination in 1868,
easily winning the subsequent election.
He was reelected in 1873, but suffered
deep embarrassment when several ill-
chosen advisors were caught in acts of
corruption. Nonetheless, he remained a
military hero in the public’s eyes.

Grant narrowly lost the Republican
nomination for president in 1880, and
four years later a bad investment once
again tainted his name and ruined him
financially. Grant was diagnosed with
throat cancer in February 1885 and, des-
perate to provide a legacy for his family,
he worked feverishly on his memoirs,
completing the task just four days before
his death on July 23, 1885. The two-
volume work attracted wide acclaim and
went on to become a best-seller.
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rtist William Cogswell painted this portrait of President

Ulysses S. Grant during Grant’s first term in office.

According to Laura Cooke, the widow of Henry Cooke

(the original owner of the portrait), Cogswell worked in

a studio improvised at the Cooke family home in Wash-
ington, D.C. Grant was an intimate friend and frequent visitor there.
Laura Cooke reportedly termed the painting “a most speaking likeness
to the General, so considered by himself, and all who saw it.” Henry
Cooke’s brother, New York financier Jay Cooke, called the Cogswell
portrait “the best picture of Grant in existence.” The Senate acquired
the painting in 1886, one year after Grant’s death.

A favorite during the Grant administration, the self-trained Cogswell
also painted a large group portrait of the president and his family, now
in the collection of the Smithsonian Institution. The artist had a studio
in New York City for many years and also traveled extensively; in Hawaii
he painted portraits of King Kalakaua and Queen Liliuokalani. Cogswell
portrayed other prominent individuals, including President William
McKinley, Philip
Sheridan, naturalist Louis
Agassiz, California Governor
Leland Stanford, and banker
Jay Cooke. The official White
House portrait of Abraham

General

Lincoln, as selected by Pres-
ident Grant, was painted by
Cogswell; it remains in the
White House collection.

William Cogswell painted Ulysses S.
Grant and Family in 1867, a year
before he completed the Senate’s
portrait of the president.

(National Museum of American History, Smithsonian
Institution)
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Ulysses S. Grant
William E Cogswell (1819-1903)

Oil on canvas, 1868

29 x 24 inches (oval) (73.7 x 61 cm)

Signed and dated (lower lef): W. Cogswell / 1868
Purchased by the Joint Committee on the Library, 1886
Cat. no. 31.00009
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Arthur Pue Gorman

(1839-1906)

Identified with the U.S. Senate through ouis Dieterich’s portrait of Arthur Pue Gorman was presented
much of his life, Arthur Pue Gorman began to the Senate by Gorman’s family in 1943. At a dedication
his career as a page in the House of Rep
resentatives in 1852 and later transferred
to the same post in the Senate through the by Arthur Gorman Lambert, the senator’s grandson. Senator
influence of Stephen A. Douglas. He went George Radcliffe of Maryland introduced the resolution

on to hold a series of staff positions in the ) ) . .
Senate, eventually becoming Senate post directing the acceptance of the portrait and acted as master of ceremonies,

master. In 1866, because of his support of while Majority Leader Alben Barkley accepted the portrait for the Joint

the unpopular President Andrew Johnson, Committee on the Library
he lost the postmastership. Gorman, born- . g . . . . .
in Woodstopck, MarylondF,) returned to his Born in Germany, Dieterich moved with his family to Baltimore

home state, where he held appointive and as a youth. Although he was primarily self-taught, he also studied at

elective positions, becom'”g a leader in the Maryland Institute of Art, where he later became an instructor.
the state Democratic Party and a member Di ih ntained dio in Balti f Bef
of the state legislature. ieterich maintained a studio in Baltimore for many years. Before exe-

Elected to the U.S. Senate from Mary- cuting the Senate’s portrait, the artist completed two earlier paintings
land in 1880, Gorman chaired the Demo- of Gorman that are in the collections of the Maryland State Archives
cratic National Committee in 1884 and
directed Grover Cleveland’s successful
presidential campaign. Gorman later-
opposed the president’s tariff policy,-
provoking Cleveland’s enmity. During his-
long Senate career, Gorman was consid -
ered an outstanding party leader; he-
served as chairman of the Democratic-
caucus in both the majority and minority -
in an era before formal floor leaders.-
Although his 1898 reelection bid was-
unsuccessful, Gorman returned to the-
Senate in 1903. He again chaired his-
party’s caucus, a position he held until -

his death in 1906.-

ceremony in the Capitol that year, the oil painting was unveiled

and the Maryland Historical Society.

The portrait of Arthur P. Gorman was
unveiled at the Capitol in 1943 by Arthur
Gorman Lambert, left, with Maryland Senator
George Radcliffe, right, in attendance.

(Library of Congress, Prints and Photographs Division)
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Arthur P. Gorman
Louis P. Dieterich (ca. 1841/1842-1922)

QOil on canvas, 1911

45Y% x 33% inches (115.6 x 84.8 cm)

Signed and dated (lower right corner): L Dieterich / 1911
Gift of the family of Senator Arthur P. Gorman, 1943
Accepted by the Joint Committee on the Library, 1943
Cat. no. 32.00019
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Elbridge Gerry

(1744-1814)

Elbridge Gerry, who was born in Marble-
head, Massachusetts, was a U.S. repre-
sentative and the fifth vice president of
the United States. He originally joined the
family mercantile and shipping business,
and later became involved in anti-British
activity. He supported the revolutionary
activist Samuel Adams and served as a
member of the Massachusetts Committee
of Correspondence, the first and second
Provincial Congresses, and the Committee
of Safety. In 1776 Gerry was elected

as a member of the second Continental
Congress, a position he held almost con-
tinuously for 10 years. He signed both
the Declaration of Independence and the
Articles of Confederation. As a delegate
to the Constitutional Convention of 1787,
Gerry feared an overly powerful central
government and refused to sign the new
federal Constitution. Following the docu-
ment’s ratification, however, he pledged
his support.

Gerry was elected to the U.S. Con-
gress in 1789 and served for two terms.
He ran for governor of Massachusetts sev-
eral times before winning the election of
1810. During his term, Gerry oversaw a
politically motivated restructuring of state
voting districts, which disproportionately
benefited his party. His opponents pub-
lished cartoon figures of a salamander-
shaped election district and coined the
term “Gerrymandering.” Thus Gerry’s
name was forever linked with the practice
of creating an irregularly shaped district
through partisan maneuvers.

As James Madison’s running mate for
his second term, Gerry was elected vice
president of the United States in 1812. A
supporter of the War of 1812 and a loyal
ally of the president, Gerry defended the
administration during the controversies of
wartime even as his health began to fail.
He died in office in November 1814 and
was buried at Congressional Cemetery in
Washington, D.C. A lavish monument,
designed by New York sculptors William
and John Frazee (p. 204), was erected
there in his memory.
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he bust of Vice President Elbridge Gerry was among the
second group of works ordered by the Senate as part of
the Vice Presidential Bust Collection for the Senate
Chamber. The commission was initially offered to sculptor
Thomas Ball, who turned it down because of prior com-
mitments. Herbert Adams—now considered one of the great American
sculptors of the late 19th century—was then approached. In his early
thirties at the time, he was already recognized for portrait busts, with
honorable mentions awarded to him at the 1888 French Salon and at
the 1889 Universal Exposition. Though born in Vermont, Adams was
a longtime Massachusetts resident. He thus suited the Senate’s effort
to secure sculptors from vice presidents’ home states. Adams accepted
the commission, creating first a clay model and then a plaster cast that
was translated into marble in Paris and finished by the artist at his studio.
The completed bust was placed in the Senate Chamber in July 1892.

The portrait is, of course, posthumous, but it is logical to assume
that Adams intended to depict Gerry as vice president—that is, between
the ages of 68 and 70. If the sculptor knew that Gerry was in very poor
health during his tenure (with a shrunken, skeletal appearance, according
to a contemporary), Adams understandably ignored that fact. Despite
his decrepitude, Gerry loved society, and his charm and fine manners
made him a favorite of the capital’s hostesses, Dolley Madison among
them. Indeed, by most accounts his “relentless socializing” contributed
to his debility.

Adams presumably read descriptions of Gerry’s personality, as well
as accounts of the vice president’s political ideals and activities. Cer-
tainly, this likeness is remarkable for its congeniality. As viewers, we
are treated to a witty, charming face. His head cocked slightly forward
and to the side, Gerry looks to his left with eyebrows raised as though
listening to a pleasant companion. We seem included in this intimate
society because Adams has made the height of the head the same as
that of the torso, producing the effect of a close-up. The deeply drilled
pupils enhance the impression of animation and intelligence.

Recently returned from five years in Paris, where he studied and
worked in the atelier of the then-famous and highly accomplished aca-
demic sculptor Antonin Mercié, Adams had learned his trade thoroughly.
The marble bust of Gerry is fluently carved, with no fussing over detail.
The flowing cravat and remarkably deep undercutting of the proper

‘ United States Senate




Elbridge Gerry
Herbert Samuel Adams (1858-1945)

Marble, modeled 1891/1892, carved 1892

32% x 28 x 18 % inches (82.6 x 71.1 x 46.4 cm)

Signed and dated (under subject’s truncated right arm): HERBERT ADAMS / MDCCCXCII
Inscribed (centered on front of base): GERRY

Commissioned by the Joint Committee on the Library, 1891

Accepted by the Joint Committee on the Library, 1892

Cat. no. 22.00005
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Elbrldge GerrY—continued
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left coat lapel lend tactility and immediacy. Adams requested and
received a viewing of the intended location for the bust in a corner
niche of the Senate gallery. He must have used this knowledge to his
advantage by turning Gerry’s head away from the corner in this nat-
ural, communicative pose.

In addition to the Gerry bust, Adams is remembered for completing
the bronze doors of the Jefferson Building of the Library of Congress
(left unfinished at the death of sculptor Olin Warner) and for a figural
bronze fountain for McMillan Reservoir Park in Washington, D.C. Other
notable works by the artist include statues of William Ellery Channing
in Boston, William Cullen Bryant at Bryant Park in New York City, and
John Marshall at the Cleveland Courthouse.

Herbert Adnms

Massachusetts artist Herbert Adams.

(Reprinted from Art and Archeology, January 1922.
Archaeological Institute of America)

United States Senate




this widely published 1798 drawing by John
Vanderlyn. The image portrays Elbridge Gerry
14 years before he was elected vice president.

(Courtesy of the Fogg Art Museum, Harvard University Art
Museums, Louise E. Bettens Fund)
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John Nance Garner

(1868-1967)

John Nance Garner, a U.S. representative
and 32nd vice president of the United
States, was born in Red River County,
Texas. He served in the Texas state legisla-
ture and in 1902 was elected as a Demo-
crat to the U.S. House of Representatives,
where he distinguished himself as an
expert parliamentarian. Known as “Cactus
Jack,” the plainspoken and unpretentious
Garner displayed simple tastes and a
pragmatic style. He was elected minority
leader in 1929 and became Speaker two
years later when his party won control of
the House.

At the Democratic National Conven-
tion in 1932, Garner was a leading can-
didate for the presidential nomination until
he was persuaded to withdraw in favor of
Franklin Roosevelt. To avoid deadlock at
the convention, Garner accepted the vice
presidential nomination, albeit reluctantly.
Although he later expressed dissatisfaction
with the vice presidency, describing it as
“the spare tire on the automobile of gov-
ernment”! and “not worth a bucket of
warm spit,”2 Garner’s political acumen
proved highly valuable in his role as
president of the Senate. Garner served
two terms and was considered one of the
most influential 20th-century vice presi-
dents. Having broken with Roosevelt in
1937 over the president’s controversial
attempts to pack the Supreme Court with
New Deal sympathizers, Garner did not
join Roosevelt when he ran for an unpre-
cedented third term in 1940. Instead, the
vice president retired to Texas, where he
enjoyed the role of political pundit until
his death in 1967.
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oward Chandler Christy, a popular illustrator and painter

who was famous for his chic “Christy Girls” and piquant

nudes, also had a sober and serious side. Indeed, later

in life he reduced his illustration contracts in order to

devote more time to painting landscapes, historical
scenes (including the large mural Scene at the Signing of the Constitu-
tion of the United States in the east staircase of the U.S. Capitol’s House
wing), and portraits. Christy painted John Nance Garner in 1937 during
Garner’s second term as vice president. The 75th Congress approved
the purchase of the portrait the following year and authorized $2,500
for the purpose.

Garner was about 64 when this painting was created. According
to Christy’s representation, he was a robust figure with a massive head
and a thick neck. A 1943 marble bust of the vice president by James
Earle Fraser, also in the U.S. Senate Collection (p. 170), offers a similar
depiction. The bushy eyebrows and thick, wavy hair appear in both por-
traits, but Christy’s version idealizes the sitter more than Fraser’s does,
making Garner less fleshy and downplaying his hooked nose. Christy’s
Garner is a pleasant, frank, unpretentious personality that brings to mind
Roosevelt’s appellation for his vice president: “Mr. Common Sense.” The
pugnacity and political tenacity evidenced by Garner during his nearly
four decades as congressman, Speaker, and vice president is more
apparent in Fraser’s likeness, while it has been moderated—made man-
nerly—by Christy. Certainly, there is nothing in Christy’s portrait to sug-
gest the opposition that Garner expressed for Roosevelt’s controversial
“court-packing” plan. When it was introduced on the floor of the Senate
in February, the vice president held his nose and “gave an emphatic
‘thumbs-down’ sign.”!

The artist chose an unusually large format for the seated three-
quarter-length portrait, and he justifies it by both the bulk of his sitter
and the freedom of his painterly technique. The latter is comparable to
that of John Singer Sargent, especially in the varied, broadly painted
area of light gray in the upper left background and in the loosely painted,
but convincingly powerful, hands resting on the massive, ornate arm-
chair. Despite these accomplished details, Christy’s portrait falls short
of Sargent’s virtuosity, as evidenced by the inconsistent relationship
between figure and ground (Garner’s right side is pushed forward by

United States Senate




Jobhn Nance Garner
Howard Chandler Christy (1873-1952)

Oil on canvas, 1937
45% x 38% inches (115.9 x 98.4 cm)
Signed and dated (lower left corner): Howard Chandler Christy / 1937

Purchased by the U.S. Senate with funds appropriated by Public Law 723, 75th Congress, 1938

Cat. no. 31.00007

Catalogue of Fine Art

167



JOhn Nance Garner— continued

The portrait of John Nance Garner was
displayed in the Vice President’s Room in
the Capitol during the vice presidency of
Gerald Ford.

(U.S. Senate Historical Office)
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the light, but his nearer left shoulder sinks into the dark shadow) and

by inconsistent technical skill (Christy’s virtuosity is displayed in the head,
hands, and background but abandoned in the costume).

Also remembered for his series of army, navy, and Liberty Loan
posters during World War I, Christy painted many prominent individ-
uals, including Presidents Harding, Hoover, and Coolidge. His full-length
portrait of First Lady Grace Coolidge is in the White House collection,
as is his reproduction portrait of Rachel Donelson Robards Jackson, wife
of President Andrew Jackson. In addition, Christy’s paintings of House
Speakers William Bankhead and Henry Rainey also hang in the U.S.
Capitol. Other important likenesses by this artist include those of Chief
Justice Charles Hughes and Amelia Earhart.

United States Senate




Vice President John Nance Garner and
Speaker William Bankhead pose with

their portraits and artist Howard Chandler
Christy at the U.S. Capitol, March 10, 1937.
(Library of Congress, Prints and Photographs Division)
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JOhn Nance Garner— continued

The marble bust of John Nance Garner by
James Earle Fraser was unveiled in the Senate
Reception Room on April 16, 1943.-

(Library of Congress, Prints and Photographs Division)
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ames Earle Fraser, one of the most highly respected American

sculptors of the early 20th century, studied at the Art Institute

of Chicago and the Ecole des Béaux-Arts in Paris. He became

an apprentice and assistant to the renowned Augustus Saint-

Gaudens, initially in Paris and later in Cornish, New Hampshire.
Fraser subsequently established a studio in New York City, where he
began a prolific career creating medallion reliefs, allegorical sculpture,
and statues of prominent Americans. One of the artist’s earliest and
best-known works, The End of the Trail, depicts an exhausted Native
American warrior on his mount. Other major pieces include sculptures
of Thomas Jefferson, Alexander Hamilton, and Benjamin Franklin, as
well as reliefs for the American “Buffalo” nickel—a bison on one side
and a Native American profile on the other. In the U.S. Capitol, Fraser’s
busts of Theodore Roosevelt and John Nance Garner are in the Senate’s
Vice Presidential Bust Collection, and three plaster reliefs by his sculptor-
wife, Laura Gardin Fraser, are located in the House Chamber.

More than 25 years after he sculpted Theodore Roosevelt (p. 320)
for the Vice Presidential Bust Collection, Fraser was selected to execute
a bust of Vice President John Nance Garner. The vice president sat for
Fraser during 1937 and 1938. Fraser was selected for the commission
because he usually worked quickly and required few sittings, but it was
1943 before the artist finally submitted his work for Senate approval.
Fraser initially executed two preparatory plaster busts for consideration.
According to the artist, the vice president liked “the quiet one,” while
Fraser and his artist friends preferred the second version. Fraser wrote
to Architect of the Capitol David Lynn: “I believe you also liked the one
I like. Is there any reason why I should not take the one I prefer?” While
Lynn’s decision is unknown, a choice was made between these two
versions in 1941, and Fraser signed a contract for $1,000 to supply the
finished marble. More than two years passed before the completed bust
arrived at the Capitol. The sculptor blamed the delay on the press of
other work and on the difficulty of locating superior marble cutters during
war time. Among other projects then claiming his attention were two
mammoth outdoor groups commissioned for the entrance to Rock Creek
Parkway near Memorial Bridge in Washington, D.C.
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Jobhn Nance Garner

James Earle Fraser (1876-1953)

Marble, 1943

34 x 28 x 16% inches (86.4 x 71.1 x 41.9 cm)

Signed (on subject’s truncated right arm): J-E- FRASER-
Commissioned by the Joint Committee on the Library, 1941

Accepted by the Joint Committee on the Library, 1943
Cat. no. 22.00032
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Elbridge Gerry

(1744-1814)

Elbridge Gerry, who was born in Marble-
head, Massachusetts, was a U.S. repre-
sentative and the fifth vice president of
the United States. He originally joined the
family mercantile and shipping business,
and later became involved in anti-British
activity. He supported the revolutionary
activist Samuel Adams and served as a
member of the Massachusetts Committee
of Correspondence, the first and second
Provincial Congresses, and the Committee
of Safety. In 1776 Gerry was elected

as a member of the second Continental
Congress, a position he held almost con-
tinuously for 10 years. He signed both
the Declaration of Independence and the
Articles of Confederation. As a delegate
to the Constitutional Convention of 1787,
Gerry feared an overly powerful central
government and refused to sign the new
federal Constitution. Following the docu-
ment’s ratification, however, he pledged
his support.

Gerry was elected to the U.S. Con-
gress in 1789 and served for two terms.
He ran for governor of Massachusetts sev-
eral times before winning the election of
1810. During his term, Gerry oversaw a
politically motivated restructuring of state
voting districts, which disproportionately
benefited his party. His opponents pub-
lished cartoon figures of a salamander-
shaped election district and coined the
term “Gerrymandering.” Thus Gerry’s
name was forever linked with the practice
of creating an irregularly shaped district
through partisan maneuvers.

As James Madison’s running mate for
his second term, Gerry was elected vice
president of the United States in 1812. A
supporter of the War of 1812 and a loyal
ally of the president, Gerry defended the
administration during the controversies of
wartime even as his health began to fail.
He died in office in November 1814 and
was buried at Congressional Cemetery in
Washington, D.C. A lavish monument,
designed by New York sculptors William
and John Frazee (p. 204), was erected
there in his memory.
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he bust of Vice President Elbridge Gerry was among the
second group of works ordered by the Senate as part of
the Vice Presidential Bust Collection for the Senate
Chamber. The commission was initially offered to sculptor
Thomas Ball, who turned it down because of prior com-
mitments. Herbert Adams—now considered one of the great American
sculptors of the late 19th century—was then approached. In his early
thirties at the time, he was already recognized for portrait busts, with
honorable mentions awarded to him at the 1888 French Salon and at
the 1889 Universal Exposition. Though born in Vermont, Adams was
a longtime Massachusetts resident. He thus suited the Senate’s effort
to secure sculptors from vice presidents’ home states. Adams accepted
the commission, creating first a clay model and then a plaster cast that
was translated into marble in Paris and finished by the artist at his studio.
The completed bust was placed in the Senate Chamber in July 1892.

The portrait is, of course, posthumous, but it is logical to assume
that Adams intended to depict Gerry as vice president—that is, between
the ages of 68 and 70. If the sculptor knew that Gerry was in very poor
health during his tenure (with a shrunken, skeletal appearance, according
to a contemporary), Adams understandably ignored that fact. Despite
his decrepitude, Gerry loved society, and his charm and fine manners
made him a favorite of the capital’s hostesses, Dolley Madison among
them. Indeed, by most accounts his “relentless socializing” contributed
to his debility.

Adams presumably read descriptions of Gerry’s personality, as well
as accounts of the vice president’s political ideals and activities. Cer-
tainly, this likeness is remarkable for its congeniality. As viewers, we
are treated to a witty, charming face. His head cocked slightly forward
and to the side, Gerry looks to his left with eyebrows raised as though
listening to a pleasant companion. We seem included in this intimate
society because Adams has made the height of the head the same as
that of the torso, producing the effect of a close-up. The deeply drilled
pupils enhance the impression of animation and intelligence.

Recently returned from five years in Paris, where he studied and
worked in the atelier of the then-famous and highly accomplished aca-
demic sculptor Antonin Mercié, Adams had learned his trade thoroughly.
The marble bust of Gerry is fluently carved, with no fussing over detail.
The flowing cravat and remarkably deep undercutting of the proper
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Elbridge Gerry
Herbert Samuel Adams (1858-1945)

Marble, modeled 1891/1892, carved 1892

32% x 28 x 18 % inches (82.6 x 71.1 x 46.4 cm)

Signed and dated (under subject’s truncated right arm): HERBERT ADAMS / MDCCCXCII
Inscribed (centered on front of base): GERRY

Commissioned by the Joint Committee on the Library, 1891

Accepted by the Joint Committee on the Library, 1892

Cat. no. 22.00005
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left coat lapel lend tactility and immediacy. Adams requested and
received a viewing of the intended location for the bust in a corner
niche of the Senate gallery. He must have used this knowledge to his
advantage by turning Gerry’s head away from the corner in this nat-
ural, communicative pose.

In addition to the Gerry bust, Adams is remembered for completing
the bronze doors of the Jefferson Building of the Library of Congress
(left unfinished at the death of sculptor Olin Warner) and for a figural
bronze fountain for McMillan Reservoir Park in Washington, D.C. Other
notable works by the artist include statues of William Ellery Channing
in Boston, William Cullen Bryant at Bryant Park in New York City, and
John Marshall at the Cleveland Courthouse.

Herbert Adnms

Massachusetts artist Herbert Adams.

(Reprinted from Art and Archeology, January 1922.
Archaeological Institute of America)
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this widely published 1798 drawing by John
Vanderlyn. The image portrays Elbridge Gerry
14 years before he was elected vice president.

(Courtesy of the Fogg Art Museum, Harvard University Art
Museums, Louise E. Bettens Fund)
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Arthur Pue Gorman

(1839-1906)

Identified with the U.S. Senate through ouis Dieterich’s portrait of Arthur Pue Gorman was presented
much of his life, Arthur Pue Gorman began to the Senate by Gorman’s family in 1943. At a dedication
his career as a page in the House of Rep
resentatives in 1852 and later transferred
to the same post in the Senate through the by Arthur Gorman Lambert, the senator’s grandson. Senator
influence of Stephen A. Douglas. He went George Radcliffe of Maryland introduced the resolution

on to hold a series of staff positions in the ) ) . .
Senate, eventually becoming Senate post directing the acceptance of the portrait and acted as master of ceremonies,

master. In 1866, because of his support of while Majority Leader Alben Barkley accepted the portrait for the Joint

the unpopular President Andrew Johnson, Committee on the Library
he lost the postmastership. Gorman, born- . g . . . . .
in Woodstopck, MarylondF,) returned to his Born in Germany, Dieterich moved with his family to Baltimore

home state, where he held appointive and as a youth. Although he was primarily self-taught, he also studied at

elective positions, becom'”g a leader in the Maryland Institute of Art, where he later became an instructor.
the state Democratic Party and a member Di ih ntained dio in Balti f Bef
of the state legislature. ieterich maintained a studio in Baltimore for many years. Before exe-

Elected to the U.S. Senate from Mary- cuting the Senate’s portrait, the artist completed two earlier paintings
land in 1880, Gorman chaired the Demo- of Gorman that are in the collections of the Maryland State Archives
cratic National Committee in 1884 and
directed Grover Cleveland’s successful
presidential campaign. Gorman later-
opposed the president’s tariff policy,-
provoking Cleveland’s enmity. During his-
long Senate career, Gorman was consid -
ered an outstanding party leader; he-
served as chairman of the Democratic-
caucus in both the majority and minority -
in an era before formal floor leaders.-
Although his 1898 reelection bid was-
unsuccessful, Gorman returned to the-
Senate in 1903. He again chaired his-
party’s caucus, a position he held until -

his death in 1906.-

ceremony in the Capitol that year, the oil painting was unveiled

and the Maryland Historical Society.

The portrait of Arthur P. Gorman was
unveiled at the Capitol in 1943 by Arthur
Gorman Lambert, left, with Maryland Senator
George Radcliffe, right, in attendance.

(Library of Congress, Prints and Photographs Division)
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Arthur P. Gorman
Louis P. Dieterich (ca. 1841/1842-1922)

QOil on canvas, 1911

45Y% x 33% inches (115.6 x 84.8 cm)

Signed and dated (lower right corner): L Dieterich / 1911
Gift of the family of Senator Arthur P. Gorman, 1943
Accepted by the Joint Committee on the Library, 1943
Cat. no. 32.00019
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Ulysses S. Grant

(1822-1885)

Ulysses S. Grant, the 18th president of the
United States, graduated from the U.S. Mil-
itary Academy in 1843, and then served
in the Mexican War alongside many future
Confederate officers. Disillusioned with
military life, he resigned his commission in
1854. For the next six years he worked
with little success as a farmer, real-estate
broker, and customs-house clerk, eventually
seftling as a clerk in his father’s leather
goods store.

At the outbreak of the Civil War in
1861, Grant accepted command of an
infantry regiment in the lllinois militia. Early
successes earned him promotion to the rank
of major general in the regular army from
President Abraham Lincoln. In 1862, when
his poor judgment cost 13,000 casualties
at the Battle of Shiloh, the public clamored
for his dismissal. Lincoln, however, refused
to relieve him, claiming, “I can’t spare this
man—he fights.”? Grant's brilliant victory
at Vicksburg the following year restored his
reputation and prompted Lincoln to award
him command of all Union troops. His
aggressive strategies led to Union victory
in 1865, making Grant a national hero.

Grant reluctantly accepted the Repub-
lican presidential nomination in 1868,
easily winning the subsequent election.
He was reelected in 1873, but suffered
deep embarrassment when several ill-
chosen advisors were caught in acts of
corruption. Nonetheless, he remained a
military hero in the public’s eyes.

Grant narrowly lost the Republican
nomination for president in 1880, and
four years later a bad investment once
again tainted his name and ruined him
financially. Grant was diagnosed with
throat cancer in February 1885 and, des-
perate to provide a legacy for his family,
he worked feverishly on his memoirs,
completing the task just four days before
his death on July 23, 1885. The two-
volume work attracted wide acclaim and
went on to become a best-seller.
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rtist William Cogswell painted this portrait of President

Ulysses S. Grant during Grant’s first term in office.

According to Laura Cooke, the widow of Henry Cooke

(the original owner of the portrait), Cogswell worked in

a studio improvised at the Cooke family home in Wash-
ington, D.C. Grant was an intimate friend and frequent visitor there.
Laura Cooke reportedly termed the painting “a most speaking likeness
to the General, so considered by himself, and all who saw it.” Henry
Cooke’s brother, New York financier Jay Cooke, called the Cogswell
portrait “the best picture of Grant in existence.” The Senate acquired
the painting in 1886, one year after Grant’s death.

A favorite during the Grant administration, the self-trained Cogswell
also painted a large group portrait of the president and his family, now
in the collection of the Smithsonian Institution. The artist had a studio
in New York City for many years and also traveled extensively; in Hawaii
he painted portraits of King Kalakaua and Queen Liliuokalani. Cogswell
portrayed other prominent individuals, including President William
McKinley, Philip
Sheridan, naturalist Louis
Agassiz, California Governor
Leland Stanford, and banker
Jay Cooke. The official White
House portrait of Abraham

General

Lincoln, as selected by Pres-
ident Grant, was painted by
Cogswell; it remains in the
White House collection.

William Cogswell painted Ulysses S.
Grant and Family in 1867, a year
before he completed the Senate’s
portrait of the president.

(National Museum of American History, Smithsonian
Institution)
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Ulysses S. Grant
William E Cogswell (1819-1903)

Oil on canvas, 1868

29 x 24 inches (oval) (73.7 x 61 cm)

Signed and dated (lower lef): W. Cogswell / 1868
Purchased by the Joint Committee on the Library, 1886
Cat. no. 31.00009
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Hannibal Hamlin

(1809-1891)

Hannibal Hamlin served for nearly 50 years
as a U.S. representative and senator from
Maine, and as 15th vice president of the
United States. Hamlin began his political
career in the state legislature where he
served three terms as Speaker. In 1843 he
moved to the U.S. House of Representatives.
During his two terms in the House of Repre-
sentatives, Hamlin played an important role
in the debate over slavery. In 1846 he
joined forces with other antislavery mem-
bers to propose an amendment that would
prohibit slavery in any territory taken from
Mexico as a result of the Mexican-American
War. Representative David Wilmot intro-
duced the measure that became known as
the Wilmot Proviso, while Hamlin intro-
duced a proviso of his own. Neither
measure succeeded.

In 1848 Hamlin won election to the
U.S. Senate. Troubled by the Democrats’
increasingly pro-slavery stance, he nonethe-
less maintained his party loyalty until 1856.
That year Maine Republicans persuaded
him to become their gubernatorial candi-
date. After his election he resigned from the
Senate to serve as governor of Maine, but
left that post after less than two months to
return to the Senate. In 1860 Hamlin suc-
cessfully ran with Abraham Lincoln on the
Republican presidential ticket. Although as
vice president Hamlin ably presided over
the Senate, he failed to win renomination
four years later when the Republicans
chose the war Democrat Andrew Johnson
as Lincoln’s running mate. In 1868 Hamlin
was reelected to the Senate, where he
served for 12 years. Following a brief
period from 1881 to 1882 as U.S. minister
to Spain, he retired from public life.

Hamlin died in Bangor, Maine, in 1891.

In 1924, at her Maine home, Ellen Hamlin
and her great-granddaughter Louise pose by
a replica of the Senate’s bust of her late hus-
band, Vice President Hannibal Hamlin.
(Architect of the Capitol)
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annibal Hamlin was one of three former vice presidents

who was alive in 1886 when the U.S. Senate passed a

resolution establishing a Vice Presidential Bust Col-

lection for display in the Senate Chamber. The Joint

Committee on the Library subsequently asked each of
these three men to designate a sculptor, and Hamlin selected Maine
native Franklin Simmons. Although Simmons’s studio was in Rome, the
sculptor agreed to model Hamlin from life in Maine. Simmons’s depar-
ture for the United States was delayed, however, while he worked on
a statue of the American poet Henry Wadsworth Longfellow for the city
of Portland, Maine. After finally holding sittings with Hamlin in 1888,
Simmons finished the marble bust by May of 1889. It was placed in the
U.S. Capitol in August of the following year. A replica, also executed
by Simmons, is now at Hebron Academy in Hebron, Maine.

A member of the so-called second generation of American sculp-
tors in Rome, Franklin Simmons was awarded many commissions during
a long, active career. The state of Rhode Island selected him to execute
a full-length statue of Roger Williams for inclusion in the U.S. Capitol’s
National Statuary Hall
Collection. Simmons
also sculpted busts of
Adlai E. Stevenson (p.
344) and Charles W.
Fairbanks (p. 112) for
the Senate’s Vice Presi-

dential Bust Collection.
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Hannibal Hamlin

Franklin Bachelder Simmons (1839-1913)

Marble, 1889

29 x 26% x 15 inches (73.7 x 67 x 39.4 cm)

Signed and dated (centered on subject’s back): FRANKLIN SIMMONS / ROME 1889
Commissioned by the Joint Committee on the Library, 1886

Accepted by the Joint Committee on the Library, 1889

Cat. no. 22.00015
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John Hancock

(1737-1793)

Best known as the bold first signer of the
Declaration of Independence, John Han-
cock played a key role in the formative
years of the American nation. Born in
Braintree (now Quincy), Massachusetts,
Hancock became a successful merchant in
Boston, where he rose to prominence in
local politics and the pre-Revolutionary
movement. As president of the Massachu-
setts Provisional Congress from 1774 to
1775, and as Massachusetts delegate
and president of the second Continental
Congress from 1775 to 1777, the
wealthy and outspoken Hancock rallied
support for the cause of independence.
Following the Declaration of Indepen-
dence —which circulated abroad with
only Hancock’s signature—Hancock
strove to be named commander-in-chief of
the army. When passed over in favor of
George Washington, Hancock resigned
the presidency of the Continental Con-
gress. He became increasingly involved
in state politics and in 1780 was elected
the first governor of the Commonwealth of
Massachusetts. Hancock died in office
while serving his ninth term.
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orn in New York State, Horatio Stone was a physician before
turning to sculpture and relocating to Washington, D.C., in
1848. Attracted to the developing federal city by its
expanding market for decorative sculpture, Stone practiced
his craft successfully and became active in the politics of
the city’s artistic community. In 1856 the Joint Committee on the Library
commissioned Stone to furnish a full-length marble statue of John Hancock
for the Senate extension to the Capitol. The U.S. government’s Works of
Art Fund paid the artist in a series of installments beginning in 1856 and
continuing until 1861, when the Hancock figure was completed.

Stone helped establish the Washington Art Association and was
president of the organization during its five-year existence. The group
resented the large number of foreign artists employed to embellish the
Capitol’s new extension that was being constructed during the late 1850s.
Under Stone’s leadership in 1858, the association organized a protest
that included a memorial to Congress seeking an art commission “com-
posed of those designated by the united voice of American artists . .. who
shall be the channels for the distribution of all appropriations to be made
by Congress for art purposes, and who shall secure to artists an intel-
ligent and unbiased adjudication upon the designs they may present for
the embellishment of the national buildings.”! This led to the formation
of a short-lived art commission that made general recommendations on
Capitol art; the commission never achieved the importance hoped for
by Stone and his fellow artists.

Stone’s statue of John Hancock was placed in the Capitol in 1861.
For more than 20 years it occupied a temporary base; in 1883 a perma-
nent pedestal was constructed of granite quarried on the Hancock family
farm in Lexington, Massachusetts. In 1912, following passage of House
Concurrent Resolution 58, a cast was made of the Hancock statue’s head
so a replica could be presented by the Society of the Sons of the Revo-
lution of Massachusetts to their home state. Stone’s full-length statues of
Alexander Hamilton and Edward Dickinson Baker, a U.S. representative
from Illinois and U.S. senator from Oregon, also are displayed in the
Capitol as part of the National Statuary Hall Collection.
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John Hancock

Horatio Stone (1808-1875)

Marble, 1861
88% x 33% x 25 inches (225.4 x 85.1 x 63.5 cm)
Signed and dated (on base under subject’s left leg):
Horatio Stone, / Sculp’t 18061.
Inscribed (on base centered at front): HANCOCK
Commissioned by the Joint Committee
on the Library, 1856/1857
Accepted by the Joint Committee on the
Library, 1861
Cat. no. 21.00009
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Carl Trumbull

(1877-1972)

Carl Trumbull Hayden, a U.S. representative
and senator from Arizona, was born in
Hayden's Ferry (now Tempe), Arizona.
Educated at Stanford University, Hayden
worked in the family flour-milling business
and served as sheriff of Maricopa County.
He was elected as a Democrat to the U.S.
House of Representatives when Arizona
became a state in 1912; he remained in the
House until 1927, when he began the first
of seven terms in the U.S. Senate. Hayden
rarely spoke on the floor, preferring to work
behind the scenes in committee. He consid-
ered himself a “workhorse” rather than a
“show horse,” and concentrated his efforts
on western water and transportation proj-
ects. He was floor manager of the bill that
established the Grand Canyon National
Park, and he sponsored the 19th Amend-
ment to the Constitution giving women the
right to vote. As chairman of the Senate
Appropriations Committee from 1955 to
1969, Hayden won praise from members
of both parties for being a master of com-
promise. He also served as president pro
tempore from 1957 to 1969.

At a testimonial dinner in 1961,
President John F. Kennedy remarked of
Hayden: “Every Federal program which
has contributed to the West—irrigation,
power and reclamation—bears his mark.
And the great Federal highway program
which binds this country together. . . in
large measure is his creation.”’ Hayden
retired to his home in Tempe, Arizona, in
1969 after serving an unprecedented 56
consecutive years in Congress. He died in
1972 in Mesa, Arizona.

The Senate’s bust of Carl Hayden is a copy of
the bust executed by Stafford Rolph in 1969.

The original is on display at the Carl Hayden
Visitor’s Center in Page, Arizona.

(Photograph by Heidi Roth)
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Hayden

ongressional efforts to memorialize Senator Carl Hayden
began in 1969 upon his retirement. They culminated in 1983
with a Senate concurrent resolution providing for a por-
trait bust to be placed in either the Senate wing of the U.S.
Capitol or in one of the Senate office buildings. To satisfy
the resolution, Arizona Senator Barry Goldwater proposed that an existing
bronze bust of Hayden by Stafford Rolph be replicated. This bust was
approved by Hayden after its execution in 1969 and was acquired by
the Bureau of Reclamation. It is displayed at the Carl Hayden Visitor’s
Center at Glen Canyon National Recreation Area in Page, Arizona.

Although Rolph offered to create a new bust from a compilation of
photographs of the senator, he suggested to Goldwater that a duplicate
of the visitor’s center sculpture might produce a more accurate likeness
because Hayden had sat for the original. The decision was made to copy
the existing bust, as Goldwater had proposed. During 1985 the Tallix
Foundry of New York cast the second bust; it retains the date of the orig-
inal model—1969. The replica was dedicated and placed in the Russell
Senate Office Building on April 17, 1986. The bust was appropriately located
in the northwest corner of the building on the first floor, near the office
that Senator Hayden had occupied for more than 20 years.

At the unveiling, Roy Elson, Senator Hayden’s administrative assis-
tant and close friend, commented, “I feel that Carl Hayden would still
oppose any memorial to himself—not out of any false modesty—but
because of his oft-expressed belief that only those who have been dead
for half a century or more should be so honored.” Elson continued: “But
I am proud that what would have been his veto has been overridden,
for Carl Hayden was more than a man. He was an epoch.”!

A successful architect, Rolph pursued a parallel career in sculpture.
He was a Chester Dale Fellow at the National Gallery of Art, and his
sculptural works are located at
the Smithsonian Institution’s
National Portrait Gallery in Wash-
ington, D.C., and in numerous
private collections.
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Carl Hayden
Miles Stafford Rolph III (1936-1997)

Bronze, 1985

20% x 9% x 8% inches (52.1 x 24.1 x 21.3 cm)

Signed and dated (on subject’s lower left lapel): STAfford / Rolph ‘69
Commissioned by the Joint Committee on the Library, 1983
Accepted by the Joint Committee on the Library, 1986

Cat. no. 24.00005
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Thomas Andrews Hendricks

(1819-1885)

Thomas Andrews Hendricks, a U.S. repre-
sentative and senator from Indiana and the
21st vice president of the United States,
was born near Zanesville, Ohio. Raised in
Shelby County, Indiana, Hendricks served
in the Indiana house of representatives and
senate before winning election to the U.S.
House of Representatives in 1851. He held
office for two terms, and in 1855 President
Franklin Pierce named him commissioner of
the Department of Interior General Land
Office. As a U.S. senator from 1863 to
1869, Hendricks was part of a small
Democratic minority and strongly opposed
Republican plans for Reconstruction. Hen-
dricks served as governor of Indiana from
1873 to 1877, and although he was often
named as a potential presidential candi-
date, he never secured the nomination.
After an unsuccessful bid for the vice presi-
dency in the disputed Hayes-Tilden election
of 1876, Hendricks won the position as
Grover Cleveland’s running mate in 1884.
He died after serving only eight months as
vice president.!

A daguerreotype of Thomas A. Hendricks
by the Mathew Brady studio, after 1863.
(Library of Congress, Prints and Photographs Division)
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n 1886 Ulric S.J. Dunbar requested permission to submit a por-

trait model of Thomas A. Hendricks to the Joint Committee on

the Library, suggesting that those who knew Hendricks could

recommend improvements to this model before it was carved

in marble. In a letter to the committee, Dunbar advised that
because no work from life could be created of the late vice president,
“the sooner a bust is secured after the decease the better his linea-
ments can be recognized and criticised [sic] by his friends.” Architect
of the Capitol Edward Clark reviewed the model and submitted his
positive recommendations, for what he deemed a credible likeness,
to the Joint Committee on the Library. Although the Senate had approved
that busts of former vice president’s be placed in the Senate Chamber
gallery in 1886—the same year Dunbar submitted his model—it was
not until four years later that a bust of Hendricks was authorized. Dunbar
was ultimately awarded the commission, and the finished bust was
placed in the Senate Chamber in August 1890.

Dunbar’s bust of Hendricks seems to reflect the last few years of
the vice president’s life, when he was plagued by poor health and con-
flicts within the Democratic Party. The sculpture is a straightforward, sober
likeness with a degree of honest naturalism evident in the furrowed brow
and the careful depiction of three moles near the mouth. Together with
the elaborately drilled pupils, this simple realism generates the feeling
of a disillusioned and unwell man.

Dunbar was born in London, Ontario, in 1862. After working in
Philadelphia, he settled in Washington, D.C., where he became a pro-
lific maker of portrait busts as well as full-length figures, executing more
than 150 pieces during his lifetime. In addition to the Hendricks bust,
the artist sculpted the Senate’s marble portrait of Martin Van Buren
(p. 378) for the Vice Presidential Bust Collection. Dunbar also created
an imposing bronze of Alexander Robey “Boss” Shepherd and the Ross
Memorial for the District of Columbia building. Other works by the artist
are held by the Corcoran Gallery of Art and the Smithsonian Institution’s
National Portrait Gallery in Washington, D.C. Dunbar’s sculptures were
exhibited at the Atlanta, St. Louis, Buffalo, San Diego, and San Francisco
Expositions, as well as the Sesquicentennial Exposition in Philadelphia.
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Thomas A. Hendricks

Ulric Stonewall Jackson Dunbar (1862-1927)

Marble, modeled 1886, carved 1890

29Y% x 27 x 17 inches (74.3 x 68.6 x 43.2 cm)

Unsigned

Commissioned by the Joint Committee on the Library, 1890
Accepted by the Joint Committee on the Library, 1890

Cat. no. 22.00021
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Patrick Henry

(1736-1799)

Patrick Henry was born in Hanover County,
Virginia. Elected to the house of burgesses
in 1765, he became a leader in Virginia’s
opposition to the Stamp Act. In 1775, as
sentiment for independence rose, Henry
addressed the second revolutionary conven-
tion of Virginia while its members debated
putting the colony into a state of defense.
His speech galvanized Virginians to
appoint a militia, with Henry as its chair-
man. Forever after, Americans have remem-
bered Henry for his courageous patriotism.

As the movement for independence
grew, Henry served as a delegate to both
the first and second Continental Congresses
and was largely responsible for the estab-
lishment of a colonial militia. He helped
draft a constitution for the new state of Vir-
ginia and served as its first governor from
1776 to 1779, when Thomas Jefferson
succeeded him. After serving again as
governor from 1784 to 1786, Henry was
elected to the Constitutional Convention of
1787, but he declined to attend. At the
Virginia ratifying convention, he opposed
the federal Constitution, believing it to be
a threat to state sovereignty. Subsequently,
Henry was among those most responsible
for adding a bill of rights to the Constitu-
tion, and with the bill’s passage he gave
his support to the amended Constitution.
Returning to a successful law practice,
Henry, in failing health, declined several
federal appointments. At George Wash-
ington’s request, he ran successfully for the
Virginia house of delegates in 1799 but
died before assuming office.

188

he earliest portraits of Patrick Henry appear to have been
painted by the Sullys—Lawrence and his younger brother
Thomas. Lawrence Sully’s 1795 miniature of Henry, thought
to be a life study, passed down in the Henry family and is
now owned by the Mead Art Museum of Amherst College
in Massachusetts. In 1851 Thomas Sully painted a half-length portrait of
Henry now owned by the Virginia Historical Society in Richmond; the
Senate’s portrait by George Matthews is a copy of the Thomas Sully painting.

The documentary history regarding the Senate’s acquisition of the
Henry portrait is incomplete. It likely was purchased by the Senate
while Matthews was employed at the Capitol—intermittently over a
50-year period—as a painter and restorer of art. Yet, the earliest
reference to the portrait does not appear until an 1891 letter from Archi-
tect of the Capitol Edward Clark to Librarian of Congress Ainsworth
R. Spofford, which lists artwork owned by Congress. A 1926 anecdotal
account adds Washington Post illustrator Barney Hughes to the cir-
cumstances surrounding the painting’s creation. Matthews and Hughes
apparently shared a studio; Hughes was reported to have “touched up”
the Matthews portrait of
Henry, making it more
acceptable to a disinclined
acquisition committee.

Born in 1857 in Tappa-
hannock, Virginia, Matthews
studied in Paris in the early
1880s. In his American work,
he concentrated on Southern
historical figures. His portrait
of John Paul Jones (p. 226)
was acquired for the Capitol
in 1890.

The Senate’s portrait of Patrick Henry
is based on this 1851 painting by
Thomas Sully.

(The Virginia Historical Society, Richmond, Virginia)
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Patrick Henry
George Bagby Matthews (1857-1943)

after Thomas Sully (1783-1872)

Oil on canvas, ca. 1891

29Y% x 24% inches (74.9 x 62.5 cm)

Signed (lower left corner): G MAtthews

Acquired by employment of the artist at the U.S. Capitol, ca. 1891
Cat. no. 31.00011
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Garret Augustus Hobart

(1844-1899)

A prominent lawyer, successful business-
man, and popular politician in his home
state of New Jersey, Garret Augustus
Hobart became the 24th vice president of
the United States in 1897. Born in Long
Branch, Hobart served in the New Jersey
state assembly from 1872 to 1875, rising
to the post of Speaker. Later he was presi-
dent of the state senate. His dedication to
the Republican Party, as well as his wide-
ranging business pursuits, led to Hobart's
popularity in New Jersey and to his selec-
tion as the vice presidential candidate at
the GOP convention of 1896. Elected on
the ticket headed by William McKinley,
Hobart became a close friend and advisor
to the president. Hobart died in 1899,
before completing his term in office. The
day after his death, New York Governor
Theodore Roosevelt said of Hobart's
accomplishments: “What he did was done
not by force of position, but by force of
character, his rare tact, his extraordinary
common sense, and the impression of sin-
cerity he created upon every man with
whom he was brought in contact.

"
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hile serving as vice president, Garret Augustus

Hobart was asked by the Joint Committee on the

Library to select a sculptor to execute a marble bust

of himself for the Senate’s Vice Presidential Bust

Collection. The committee acted according to the
recently adopted Senate resolution of January 6, 1898, which expanded
the collection beyond the Chamber’s gallery-level niches to allow place-
ment of the busts in the “Senate wing of the Capitol.” Hobart, however,
delayed the decision and died without having made a recommendation.
In 1900 the committee asked the deceased vice president’s widow, Jennie
Tuttle Hobart, for a referral; she chose distinguished sculptor Frank Edwin
Elwell, a New Jersey resident.

Fine arts juries at the World’s Columbian Exposition in Chicago in
1893 had awarded Elwell’s sculptural groups a gold medal. Previously
he had sculpted the Senate’s bust of Vice President Levi P. Morton (p.
288), along with many other works. Elwell prepared the plaster model
for the Hobart bust in his New York City studio, and the well-known
marble cutters, Piccirilli Brothers, translated the model into marble. Elwell
wrote to then-acting Architect of the Capitol Elliott Woods in June of
1901: “There is however a slight dark spot on the lapel of the coat on
the right side facing the bust, but it is of no account, in fact I think that
the marble is superior to the Morton bust in color. The face is entirely
clear with the exception of a very slight dark, near the hair. It is remark-
able that so large a piece of marble should have come out so well.”

Jennie Tuttle Hobart was pleased with the resulting bust and,
according to the artist, commented in a letter to him, “I think that no
one could have made a better likeness than you have made.” Following
Mrs. Hobart’s official approval, the completed marble bust was placed
in the U.S. Capitol in 1901.

Elwell wrote and lectured on the importance of art in society, and
later served as curator of statuary at New York City’s Metropolitan
Museum of Art. His last major works, completed in 1907, were the sym-
bolic figures of Greece and Rome for the United States Customs House
in New York City.

Vice President Garret Hobart in his
ceremonial office in the Capitol.
(Library of Congress, Prints and Photographs Division)
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Garret Augustus Hobart
Frank Edwin Elwell (1858-1922)

Marble, modeled 1900, carved 1901

37 x 33 x 21% inches (94 x 83.8 x 54.6 cm)

Signed and dated (on base at left): FaEaELWELL4 Sc. / 1901
Commissioned by the Joint Committee on the Library, 1900
Accepted by the Joint Committee on the Library, 1901

Cat. no. 22.00024
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Cordell Hull

(1871-1955)

Cordell Hull, who served in both houses of
Congress and came to be known as the
“Father of the United Nations,” was born
in Overton (now Pickett) County, Tennessee.
Hull was a member of the Tennessee legis-
lature from 1893 to 1897, and he later
served in the U.S. Army during the Spanish-
American War. After tenure as a circuit
court judge, he was elected as a Democrat
to the U.S. House of Representatives. During
his House terms, from 1907 to 1921 and
1923 to 1931, Hull took particular interest
in taxation and tariff programs. He wrote
the first federal income tax bill in 1913,
sponsored estate tax legislation, and called
for a reduction in trade barriers.

Hull was elected to the U.S. Senate in
1930 and resigned three years later when
he was appointed secretary of state by
Franklin D. Roosevelt. In this post, Hull
emphasized international economic policy
and was responsible for reciprocal trade
agreements with a number of nations. He
also helped formulate the Good Neighbor
policy with Latin America. When World
War Il broke out in Europe, Hull worked
with Roosevelt to provide aid to the Allied
nations, despite opposition from isolation-
ists in Congress. With the entry of the
United States into the war, Hull turned his
attention to the development of a
world organization to maintain
peace for the future. He resigned
as secretary of state in 1944
because of ill health, but his efforts
to build international alliances
were not forgotten; Hull was
awarded the Nobel Peace Prize
in 1945. That same year, he was
appointed senior advisor to the
U.S. delegation attending the San
Francisco conference that formally
ratified the United Nations
Charter. In his retirement, Hull
continued to reside in Washington,

D.C., where he died in 1955.
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culptor George Conlon was born in Lonaconing, Maryland,

to a working-class family, and sought employment at an early

age in the Allegany coal mines. There the aspiring artist was

reported to have made a bust of Maryland Governor Edwin

Warfield from the plastic clay that was used to plug holes in
the mine walls. Impressed by the portrait, the governor helped Conlon
launch his art career. After attending the Maryland Institute College of
Art in Baltimore, Conlon was awarded the prestigious Rinehart Schol-
arship, allowing him to study in Paris at the Académie Julian and the
Académie Colarossi. While in Paris, he assisted Paul Bartlett in designing
a sculptural group for the House pediment of the U.S. Capitol. With
the outbreak of World War II in Europe, Conlon returned to America,
where he continued sculpting.

It is said that Conlon admired Cordell Hull, and records indicate
that after his return from France, the artist sought a meeting with the
secretary of state to gain approval to model his portrait bust. Conlon
was subsequently provided space at the Corcoran Gallery of Art in Wash-
ington, D.C., for sittings with the secretary. Once the clay model was
completed and Secretary Hull had announced his resignation in 1944,
the Cumberliand (Maryland) Evening and Sunday Times decided to
honor Hull by presenting Conlon’s bust to the nation. In a joint res-
olution, adopted on December 4, 1944, Congress authorized the Joint
Committee on the Library to accept the newspaper’s gift. The bronze
bust of Cordell Hull was unveiled
in the Senate Reception Room the
following year.

Among Conlon’s public
sculptures are a bust of General
John Pershing at the National
Headquarters of the American
Legion in Indianapolis, Indiana,
and a memorial monument in
Biarritz, France. Conlon’s work
also is owned by the Maryland
Historical Society.

Sculptor George Conlon poses with his
clay model of former Secretary of State
Cordell Hull, 1944.

(AP/WIDE WORLD PHOTOS)
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Cordell Hull

George Conlon (1888-1980)

Bronze, 1944/1945

28% x 21 x 13% inches (72.1 x 53.3 x 34.6 cm)

Signed (on right side of base): CONLON

Inscribed (on subject’s lower left front torso): Cordell Hull

Gift of the Cumberiand (Maryland) Evening and Sunday Times, 1944
Accepted by the Joint Committee on the Library, 1944

Cat. no. 24.00002
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Hubert Horatio

(1911-1978)

Hubert Horatio Humphrey, Jr., a U.S. sen-
ator from Minnesota and the 38th vice
president of the United States, was born
in Wallace, South Dakota. After working
briefly as a pharmacist, he taught at
Macalester College, and was elected
mayor of Minneapolis, Minnesota. He first
came to national attention as an advocate
of a strong civil rights plank in the Democ-
ratic presidential platform of 1948. That
same year, Humphrey was elected to the
U.S. Senate. Although well known for his
oratory skills and impressive legislative
record, Hubert Humphrey was perhaps
best loved as the “Happy Warrior” for his
generosity, irrepressible spirit, and lack of
ruthlessness. A passionate reformer, he
supported nuclear disarmament, social
welfare programs, and the interests of
farmers and small businesses.

Humphrey served in the Senate until
1964, when he was elected vice president
on the Democratic ticket with Lyndon Baines
Johnson. In 1968 he ran as the Democratic
nominee for president, losing narrowly to
Richard Nixon in a campaign complicated
by the nation’s polarization over the
Vietnam War. Humphrey returned to the
Senate in 1971. The Senate later created
the post of deputy president pro tempore for
him, and when he grew gravely ill in 1977,
both the Senate and the House held un-
precedented sessions in his honor. After
Humphrey's death in 1978, his body lay
in state in the Capitol Rotunda.

Humphrey, Jr.

uriel Humphrey, wife of Hubert Humphrey, selected
the noted sculptor Walker Hancock to execute the bust
of her late husband for the Senate’s Vice Presidential
Bust Collection after visiting the artist at his Massa-
chusetts studio in October 1979. The contract was
delayed for more than a year, however, because Hancock’s fee was higher
than the amount initially approved for the bust. In the end, the Senate
Committee on Rules and Administration agreed to pay Hancock’s
requested commission. Muriel Humphrey first reviewed photographs of
the clay bust, which subsequently was approved with minor adjustments.

Like other makers of portraits for the Senate, Hancock was working
at a disadvantage: His subject was deceased. Hancock said in a 1998
letter that “it was necessary to work entirely from photographs with the
help of criticisms from members of his [Humphrey’s] family and others
who knew him.” Despite the available photos and films, Hancock failed
to achieve the animation—not to mention the ebullience—that charac-
terized Humphrey in his halcyon days. Such criticism may be unfair,
though, because by the end of his life Humphrey had suffered many
political and personal disappointments. The likeness is nonetheless strong
and sympathetic, and the artist seems intent on showing a man of deep
reflection, not the impassioned orator and advocate.

Hancock chose a nearly frontal pose with the head very slightly
tilted upward to the left, and the gaze of the complexly drilled and incised
eyes is remote, even visionary. Elsewhere, naturalistic detail is suppressed
in the simple planes of the clothes and even in the carefully observed
face. The artist seems to have selected the eyes as the locus of the irre-
pressible essence of Humphrey’s character, with all else subordinated
to that choice.

The bust was carved by the firm of Cav. Ferdinando Palla Sculp-
tore in Pietrasanta, Italy, under Hancock’s supervision. It was formally
unveiled in the Capitol in 1984 at ceremonies attended by Humphrey
family members. The bust of Vice President Humphrey was the first com-
mission the Senate awarded to the sculptor. He later completed busts
of George H.W. Bush (p. 52) and Gerald Ford (p. 126) for the Vice Pres-
idential Bust Collection. Hancock, born in 1901 in St. Louis, studied and
taught at the Pennsylvania Academy of the Fine Arts, where he headed
the sculpture department for nearly 40 years. He received many honors
during a long and illustrious career, including the National Medal of Arts.
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Hubert H. Humphrey, Jr.
Walker Kirtland Hancock (1901-1998)

Marble, modeled and carved 1982

24746 x 22% x 13% inches (62.1 x 57.8 x 34.9 cm)

Signed and dated (on subject’s truncated left arm): WALKER MANCOCK [sic] 1982
Commissioned by the Senate Committee on Rules and Administration, 1980
Accepted by the Senate Committee on Rules and Administration, 1984

Cat. no. 22.00038
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Andrew Jackson

(1767-1845)

Andrew Jackson was a national hero for his
defeat of the British at New Orleans in the
War of 1812. He was born in what is
today Lancaster County, South Carolina,
and later moved to what is now Nashville,
Tennessee. In 1796, after serving as a dele-
gate to Tennessee's first Constitutional Con-
vention, Jackson was the first person elected
to the U.S. House of Representatives from
the state of Tennessee. The following year,
he won a seat in the U.S. Senate but soon
resigned for personal and financial reasons.
From 1798 to 1804 he served as a supe-
rior court judge in Tennessee, then retired to
live the life of a country gentleman.

When war broke out in 1812, Jackson
returned to public life as a military leader
and rose to the rank of major general. His
1815 defeat of the British at the Battle of
New Orleans won him widespread fame;
he became the South’s great hero and was
affectionately known as “Old Hickory.”
After serving briefly as governor of Florida
when it was admitted as a new U.S. terri-
tory in 1821, Jackson returned to the
Senate and in 1824 ran for president
against Henry Clay, John Quincy Adams,
and William Crawford. The House of Repre-
sentatives decided the election in favor of
Adams, because no candidate had an elec-
toral majority. Jackson possessed the largest
popular vote, but he narrowly lost the elec-
tion despite his supporters’ charges of a
“corrupt bargain” between the Clay and
Adams adherents. Four years later, Jackson
was elected to the first of two terms as the
seventh president of the United States.

Beloved by his supporters as a
champion of the common man, Jackson
met with controversy during both of his
terms. A principal topic early in his
administration was nullification, as South
Carolinians threatened to nullify federal
tariffs they found oppressive—or secede
if not permitted to do so. The president
made clear that he stood firmly for the
Union, and he fought hard to pass a tariff
act to resolve the issue. The debate over
nullification and states’ rights continued
into the 1832 presidential campaign, and
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n 1824 Thomas Sully painted a study portrait from life of Andrew

Jackson. The hero of the Battle of New Orleans was by then a

U.S. senator and a Democratic nominee for president. Two decades

later, Jackson’s ill health prompted Sully to copy his 1824 study

portrait; the replica, which closely resembles the study, was com-
pleted shortly before Jackson’s death in April 1845. It is now owned by
the National Gallery of Art in Washington, D.C. Sully used the replica as
a model to create a full-length portrait of Jackson as the battle hero (this
painting is now owned by the Corcoran Gallery of Art in Washington,
D.C.). The National Gallery’s portrait was long assumed to be the orig-
inal 1824 life study until it was discovered that the artist had not purchased
the linen on which it was executed until the mid-1830s. The original 1824
study was privately owned by Mrs. Breckenridge Long in 1940, but its
current location is unknown.

The portrait now in the U.S. Senate was painted several years after
Sully’s other Jackson portraits, probably in the late 1850s. Though it is
clearly based on the 1824 and 1845 likenesses, it differs from these works
in three distinct ways. First, the canvas is considerably larger, a result
of a later mounting of the original canvas on another, increasing the
size by four inches at the sides and top and by six inches at the bottom.
This expansion necessitated painting an addition: the dark cloak below
the collar (which has darkened into an
undefined mass).

Second, the pose is slightly
altered. The characterization shifts
from poetic and introspective to vig-
orous and engaged. The head tilts
more, throwing the chin completely out
of the vertical centerline. The chin also
is painted more emphatically, with a
strong highlight, which subtly alters the
appearance of the face when compared
with the 1824 and 1845 Sully paintings.

Third, Sully’s mature style, as seen
in the 1824 and 1845 Jackson portraits,
is not congruent with that of the Senate
painting. In the latter, the paint surface

This 1845 portrait of Andrew Jackson
by Thomas Sully is a replica of the
artist’s original 1824 life portrait.

(Andrew W. Mellon Collection, © 1999 Board of Trustees,
National Gallery of Art, Washington, D.C.)

is built up and emphatic, exaggerating
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Andrew Jackson
Attributed to Thomas Sully (1783-1872)

QOil on canvas mounted on board, ca. 1857

29Y% x 24 Y% inches (74.3 x 61.6 cm)

Unsigned

Purchased by the Joint Committee on the Library, 1922
Cat. no. 32.00018
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Andrew JaCkSOn—cominued

only eased the following year with the
passage of a compromise tariff engi-
neered by Henry Clay.

Jackson’s long fight against a bill to
recharter the Bank of the United States was
also a source of political conflict during
the 1832 campaign. His anti-bank stance
appeared democratic to voters, however,
and Jackson was elected to a second term,
defeating Henry Clay, who supported a
national financial institution. Jackson, who
wanted to ensure the demise of the bank,
subsequently withdrew federal monies and
deposited them in state banks, an action
thought to have contributed to the eco-
nomic Panic of 1837. In addition, Jackson
would later receive criticism when thou-
sands of Native Americans were forced to
relinquish their land and relocate to Indian
Territory (now Oklahoma).

A strong chief executive who expanded
the power of the presidency, Jackson also
exerted significant influence over the Demo-
cratic Party. After dictating his choice of a
successor (Martin Van Buren), Jackson
retired to his country home, the Hermitage,

near Nashville. He died there in 1845.

Thomas B. Welch copied one of Thomas
Sully’s paintings of Andrew Jackson in
order to complete this 1852 engraving.

198

the appearance of the hair and the eyebrows, as well as the chin, creased
cheek, and forehead. In contrast, Sully’s 1824 and 1845 Jacksons are painted
with a light touch—a fluidity of brushwork that creates an effect of trans-
parency. In the Senate painting, one finds repeated shapes and insistent
rhythms (for instance, in Jackson’s hair) that are not found in the earlier
portraits and do not seem typical of Sully. In addition, the skin tone is
swarthy, a tone not typical of the artist or, for that matter, of Jackson.

Engraver Thomas B. Welch introduced many of the stylistic exag-
gerations found in the Senate painting (especially in the hair, eyebrows,
and facial furrows) in his 1852 engraved copy of Sully’s earlier likenesses.
Although Sully might have replicated an engraving of his own painting,
it is also possible that the Senate painting was copied from Welch’s
engraving by another, unidentified artist.

The provenance of the Senate painting, on the other hand, appears
to support an attribution to Sully. On June 6, 1872, Garrett C. Neagle,
son of the artist John Neagle and grandson of Thomas Sully, wrote to
Architect of the Capitol Edward Clark to confirm receipt of two Sully paint-
ings that Garrett Neagle had sent to the Joint Committee on the Library.
The paintings, a portrait of Andrew Jackson and one of Thomas Jefferson
(p. 212), “painted by Mr. Thos. Sully in the years 1856 and 7,” were being
offered for sale by Neagle for $300 each. According to Neagle, the Jackson
portrait was “painted from studies taken from life” and was considered
a fine likeness of the former president. After Sully’s death on November
5, 1872, Neagle wrote that the portraits now “should be worth to Con-
gress, at least $500 each.” Clearly, Garrett Neagle had no doubt about
the authenticity of the portraits, although he stood to benetfit financially
from their sale.

The Joint Committee on the Library considered the matter at leisure
and in May 1874 purchased the Jefferson portrait (for only $200) and
returned the Jackson painting to Neagle. Half a century after Neagle’s
first offer, a New York art firm offered the Jackson portrait again to
the U.S. government. This time the Joint Committee on the Library
authorized its purchase on March 1, 1922, for $1,200.

Right:

The Senate’s painting of Andrew Jackson
once hung in the office of the secretary of
the Senate in the Capitol.

(1999 photograph)
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Henry Martin Jackson

(1912-1983)

Henry Martin Jackson—popularly known
by the nickname “Scoop” —was born in
Everett, Washington. Jackson practiced
law in his hometown and became prose-
cuting attorney of Snohomish County in
1938. Two years later he was elected to
the U.S. House of Representatives as a
Democrat, where he served for the next
12 years, briefly chairing the Committee
on Indian Affairs. Jackson won election to
the U.S. Senate in 1952.

Throughout his long and distinguished
Senate career, Jackson focused his efforts
on two issues: energy and the environment,
and national security. He served as chair-
man of the Committee on Interior and
Insular Affairs and its successor, the Com-
mittee on Energy and Natural Resources; in
this capacity he was uniquely positioned to
address the natural resource concerns of
his Washington state constituents. He was
instrumental in passing conservation and
energy legislation throughout the 1960s
and 1970s, and drafted the landmark
National Environmental Policy Act of 1969.
Also an advocate for strong national
defense, particularly with regard to the
Soviet Union, Jackson was a member of
both the Joint Committee on Atomic Energy
and the Armed Services Committee, and
gained a reputation as an expert on
nuclear weapons and defense issues.

Well respected by his colleagues in the
Senate, Jackson was considered a front-
runner for the Democratic vice-presidential
nomination in 1960, but John F. Kennedy
offered the nomination to Lyndon Johnson
instead. In announcing the news to the
press, Jackson remarked, “No one should
enter politics unless he is a good sport . . .
| will do whatever Senators Kennedy and
Johnson want me to do. | will do everything
a good sport should do.”! That year he
served as chairman of the Democratic
National Committee. He later ran unsuc-
cessfully for the Democratic presidential
nomination in 1972 and 1976. Senator
Jackson died in office on September 1,
1983, ending a congressional career that
spanned more than four decades.
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his bronze portrait bust of Henry Jackson was donated to
the U.S. Senate in 1987 by Helen Hardin Jackson, the
senator’s widow, and the Henry M. Jackson Foundation. Sev-
eral years earlier the foundation had commissioned a bust
of Jackson from artist Wendy Ross for display at the Henry
M. Jackson School of International Studies in Seattle. In an April 10, 1987,
letter to Senator Wendell Ford, chairman of the Senate Committee on Rules
and Administration, Helen Jackson wrote, “A second cast of the bust was
also commissioned with the hope that it might be placed as a memorial
to Scoop somewhere in the Capitol or in one of the Senate office build-
ings where he spent so much of his life and career in public service.”
The bronze bust was cast by Wegner Metal Arts Foundry in Fredericks-
burg, Virginia, and formally accepted and placed in an alcove in the Russell
Senate Office Building during a ceremony on November 19, 1987.

An internationally recognized artist, Wendy M. Ross received her
master’s degree from the Rhode Island School of Design in 1973. Her
public portrait commissions include a monumental bronze bust of Jus-
tice William O. Douglas for the Supreme Court of the United States, and
a second version at the C&O Canal National Historical Park in Washington,
D.C., and a full-length statue of Congressman Philip Burton overlooking
the Golden Gate Bridge in San Francisco. Her larger-than-life-size seated
figure of George Mason for the George Mason Memorial in Washington,
D.C., was unveiled in 2002. Ross’s abstract steel works are located in
many public and
private collections.
In 2002 she com-
pleted a horizontal
100-foot  welded
steel sculpture facing

Boston Harbor on
the Grand Staircase
of the Boston World
Trade Center.

Wendy Ross, left, and Helen Hardin
Jackson, right, at the unveiling of
the heroic-size bust of Senator Henry
Jackson, November 19, 1987.

(Architect of the Capitol)
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Sergeants Jasper and Newton Rescuing
American Prisoners from the British

(August 1779)

About two miles north of Savannah, ohn Blake White, in his painting Sergeants Jasper and Newton
Georgia, in August 1779, two patriots
dramatically rescued a desperate group -
of Americans held prisoner behind British
lines. Now legendary, this Revolutionary ized and rife with patriotic romanticism, White’s account is less-
War incident was recounted by Parson
Mason Locke Weems, who also popular - i ) . . o
ized the fabricated fale of George Wash- Currier and Ives engraving titled The Rescue. In White’s depiction, the-
ington and the cherry tree. Although two sergeants stand with the muskets they have snatched from the British.-
scholars have not been able to verify
Weems'’s account of the rescue, it - . . ) s .
appears to be essentially accurate. sinks to her knees in gratitude. Recounted Weems: “Directing her eyes-
The story involves General Francis to Jasper and Newton...she ran and fell on her knees before
Marion and two of his scouts. Known as
the “Swamp Fox,” Marion commanded i o
guerrilla operations in South Carolina- God Almighty bless you for ever!™!

throughout the Revolutionary War. The The Senate, by resolution of February 17, 1899, accepted the-

Rescuing American Prisoners from the British, depicts the daring
rescue recorded by Parson Mason Locke Weems. Though styl -

fanciful than most artistic renderings of the event, including a-

The young father who inspired the rescue holds his son, while his wife-

them . .. crying out vehemently, ‘Dear angels! dear angels! God bless you!

scouts—William Jasper, who had previ- painting, Sergeants Jasper and Newton Rescuing American Prisoners from
ously distinguished himself at the Battle = . . . )
of Fort Moultrie. and John Newton—- the British. Octavius White, son of the artist, presented this work, along-

observed a group of about 10 American with two other paintings by his father: General Marion Inviting a British

prisoners while visiting Jasper’s brother, a Officer to Share His Meal (p. 268) and Mrs. Motte Directing Generals
loyalist encamped with the British forces.

The Americans were about fo be sent- Marion and Lee to Burn Her Mansion to Dislodge the British (p. 290).-
downriver for trial at Savannah and prob- Two years later, Octavius White donated a fourth work by his father,-
able execution. Sergeants Jasper and The Battle of Fort Moultrie (p. 32).-

Newton were said to have been particu -
larly moved by the plight of a young man
accompanied by his grief-stricken wife and White’s painting of General Marion and the British officer, were engraved-
child. The two scouts—who were dressed in by John Sartain for popular sale. They were widely distributed by the-
civilian attire and trained to move through-
the woods undetected to gather information
and intercept British patrols—hid and fol- a subscription organization better known by its later title, the American-
lowed the party as it headed to Savannah.
Without arms, they waited at
a watering hole in hopes of-
waylaying the British escort.
As the guards rested their
guns, Jasper and Newton-
overpowered them, took the
muskets, and freed the
grateful prisoners.

This painting of Sergeants Jasper and Newton, as well as John Blake-

Apollo Association for the Promotion of the Fine Arts in the United States,-

Art-Union. For an annual fee, members would receive engravings of-
selected works as well as the-

opportunity to win originals-
through raffle drawings. The asso -
ciation’s choice of the White paint-
ings for distribution gave them a
broader, national audience. The
same two paintings also appeared
: on Confederate banknotes issued
This 1861 Confederate banknote reproduces in 1861 by South Carolina’ the-

John Blake White’s painting of Sergeants .
William Jasper and John Newton. home state of John Blake White.-

(Private Collection)
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Sergeants Jasper and Newton Rescuing American Prisoners from the British

John Blake White (1781-1859)

QOil on canvas, date unknown-

24 Y% x 29 inches (61.3 x 73.7 cm)-

Unsigned-

Gift of Octavius A. White (son of the artist), 1899-
Accepted by the Joint Committee on the Library, 1899-
Cat. no. 33.00003-
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John Jay

(1745-1829)

John Jay of New York City was the first
chief justice of the United States. Descended
from two wealthy, influential families, Jay-
practiced law until he became immersed

in the politics of the American Revolution.
He was a delegate to both Continental
Congresses; in 1778 he was elected presi-
dent of the second Continental Congress. -
In 1779 Congress appointed Jay minister
plenipotentiary to Spain, where he was
asked to seek aid and recognition for the-
American cause. In the spring of 1782 Jay
joined Benjamin Franklin in Paris to nego-
tiate peace with England. Playing a leading
role in the negotiations, Jay signed the-
Treaty of Paris on behalf of the United
States. Upon his return home in 1784 he
discovered that he had been appointed
secretary of foreign affairs, and he served
through the transition to the new govern -
ment in 1789. A strong supporter of the
new Constitution, Jay wrote many persua-
sive essays for The Federalist.

Selected as chief justice in 1789, Jay
presided over the Supreme Court until
1795. The most important case before the
Court during these years was Chisholm v.
Georgia, in which the Supreme Court
upheld the right of citizens of one state
to sue another state. In 1794 Jay went
abroad again, this time to avert threat -
ened war with Britain over a number of
grievances, including occupation of
western military posts and trade restric-
tions. The Jay Treaty of 1794, although
unpopular, was approved by the U.S.
Senate. At the close of his career, Jay
served two terms as the second governor
of New York. Afterward, he declined
renomination to the Supreme Court and
retired to his farm in Katonah, New York,

where he died in 1829.
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he inscription on this bust of John Jay signifies the true
measure of John Frazee’s heartfelt republicanism. At first
perplexing, the abbreviated final words “Am. In. 55 ” actu-
ally stand for “in the 55th year of American Independence.”
A truly fine achievement, Frazee’s bust of John Jay is worthy
of a new nation that looked to the Roman Republic for inspiration and
historical confirmation. It is simple, resolutely frontal, and very Roman,
both in its stylization of the commanding head and in the drapery.

In 1831 Congress appropriated $400 “for employing John Frazee
to execute a bust of John Jay for the Supreme Court room.” Frazee had
sought the commission through New York Congressman Gulian
Verplanck, chairman of the House Committee on Public Buildings. A
bill was submitted authorizing $600 to be paid to Frazee for the bust’s
creation. By the time Congress authorized the expenditure a year later,
the sum had been reduced to $400. Although Frazee was disappointed
by the amount, he was pleased at the opportunity, writing Commis-
sioner of Public Buildings Joseph Elgar that it was “the first instance
where our Government has voluntarily bestowed its patronage on an
American genius, in this department of the arts.” Even though Congress
had authorized Frazee to execute the Vice President Elbridge Gerry
monument for the Congressional Cemetery in the early 1820s, the artist
did not consider that memorial a work of fine art.

Frazee derived his portrait from a 1792 life bust by Giuseppe
Ceracchi. The gifted Italian sculptor had come to Philadelphia in 1791
(the government had just relocated there) to vie for a congressional
commission to make an equestrian statue of George Washington. In
the end, the commission was never awarded, but Ceracchi did not
squander his time in America. He modeled clay busts of a number of
important figures, including Washington, Jefferson, Hamilton, and Jay.
Ceracchi returned to Italy soon after taking Jay’s likeness and trans-
lated his models into marble over the next two years.

For his model, Frazee probably borrowed a version of Ceracchi’s
bust owned by the Jay family (it is thought to have been the terracotta
portrait now preserved at the Supreme Court of the United States). Although
he relied on Ceracchi for the accuracy of Jay’s features, Frazee moved
decisively away from the striking naturalism of his model to a distinctive
neoclassicism. Two plaster heads of Jay at the New-York Historical Society,
once thought to be by Ceracchi, are now judged to be by Frazee. These
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Jobn Jay

John Frazee (1790-1852)

Marble, 1831

30 x 21% x 12% inches (76.2 x 54.9 x 31.1 cm)

Signed (on front of console): J. Frazee, fecit

Inscribed (on subject’s back): Executed by J. Frazee, to order of Congress 1831; Am. In. 55
Commissioned by the Joint Committee on the Library, 1831

Accepted by the Joint Committee on the Library, 1832
Cat. no. 21.00010
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JOhn JQY—Continued

One of several plaster studies of John Jay
made by John Frazee, 1831.
(Collection of the New-York Historical Society)
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intermediate studies attest to the gradual, deliberate distancing of Frazee’s
style from Ceracchi’s. The departure is particularly interesting because much
of Frazee’s work is indeed naturalistic in style. But in this case, the artist,
who resented the bestowal of American patronage upon European sculp-
tors, was determined to create a clearly contrasting bust of Jay, despite
his enforced reliance on Ceracchi’s precedent.

The neoclassicism of the Jay bust is most apparent in the hair,
the eyes, and the costume. Although Jay’s son Peter Augustus declared
Frazee’s portrait “an excellent likeness,” there were some significant
differences between the man and the marble. The chief justice’s hair
had receded considerably by 1794, virtually to the center of the crown
of his head. But the Roman precedent dictated a full helmet of tightly
curled hair, in a style never affected by Jay. And although Jay
was naturally reserved, even aloof, the pronounced solemnity
of his expression here also is a bow to Roman portrait sculp-
ture. Where Ceracchi incised the eyeballs in his head of Jay,
Frazee introduced blank eyeballs, which were standard in 19th-
century neoclassical sculpture. Moreover, the costume is Roman
in both works, but Frazee’s is more elaborate and theatrical
in design.

It is significant that Frazee, an artisan stonecutter by trade,
was fully able to translate his own clay models into stone. He
had every reason to be as faithful as possible to the model, and
in the Jay bust his carving is technically distinguished. From the
weighty folds of drapery to the subtly modeled head, Frazee is
in command of his material and his concept. Considering that he
was the first American sculptor to work in marble, and that this
commission was the first ever awarded by Congress to a native-
born sculptor, his achievement was remarkable—and he knew
it. Writing to Congressman Verplanck, the artist predicted that the
bust “will be more admired I know than any piece of fine art that
has ever appeared at the Capital. I cannot be mistaken in my
judgment.” Others agreed. When exhibited in New York (where
it was seen by “upwards of four thousand visitors a day,” according to
contemporary newspaper accounts), the bust was pronounced “delicate
and beautiful” by the New York Mirror.! And when installed in the Supreme
Court Chamber in the Capitol, the Washington Globe concluded: “We have
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seen nothing of the kind in this country, either from the chisel of a native
or foreign artist, superior in finished performance.”?

Although the commission aided Frazee’s career, it did not lead to
further congressional work for the artist. Perhaps this was because Frazee
complained in print (through another writer) that he had received insuf-
ficient “remuneration for such a work.”3 Instead the sculptor went on
to execute a number of commissions for the Boston Athenaeum, including
a bust of Chief Justice Joseph Story. In 1835 Frazee executed at least
two marble replicas of the original Jay bust. Today one is located in
New York’s City Hall; the other is in the collection of the U.S. Depart-
ment of State. Several other plaster versions by Frazee’s own hand existed
in the 19th century, but they have since disappeared.
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John Frazee based his portrait of John Jay
on a Giuseppe Ceracchi bust, most probably
this 1792 terracotta version.

(Collection of the Supreme Court of the United States)
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Thomas Jefferson

(1743-1826)

Father of the Declaration of Indepen-
dence, the multi-talented Thomas Jefferson
achieved perhaps his greatest renown as
a political theorist and spokesman for
democracy. He was born in what is now
Albemarle County, Virginia, studied law,
and was admitted to the Virginia bar in
1767. He served in the Virginia house of
burgesses from 1769 until it disbanded in
1774. Virginia sent Jefferson to the
second Continental Congress, where he
was elected to the committee charged with
drafting a declaration of independence.
Although he was assisted by John Adams,
Benjamin Franklin, and others, Jefferson
was the document’s primary author.

Jefferson served in the Virginia state
legislature from 1776 to 1779, and he
was governor between 1779 and 1781.
After the Revolutionary War, he carried
out various assignments abroad, including
serving as minister to France. When he
returned home in 1789, he accepted the
post of secretary of state in George
Washington’s first administration. Fol-
lowing a brief retirement from public
service, Jefferson, representing the
Republicans, ran for the presidency in
1796. According to the election rules of
the day, he finished second to Federalist
John Adams and, as a result, was desig-
nated the nation’s second vice president.
This outcome, in which the president and
vice president represented opposing par-
ties, would prove unique in U.S. history.

As vice president, Jefferson devised
the Manual of Parliamentary Practice
guidebook for the Senate’s presiding
officer that is still relevant today. Mean-
while, he prepared for a second run for
the presidency in 1800. This time, he tied
in electoral votes with his opponent, Aaron
Burr. After 36 ballots, the House of Repre-
sentatives chose Jefferson as the country’s
third president.

The most significant accomplishment of
Thomas Jefferson’s first administration was
the Louisiana Purchase in 1803, which
doubled the size of the United States.
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he bust of Thomas Jefferson was one of the first executed

for the Senate’s Vice Presidential Bust Collection. The com-

mission, authorized under a Senate resolution of May 13,

1886, was awarded to sculptor Moses Ezekiel. Ezekiel was

in Rome when he received the first of several letters from
Architect of the Capitol Edward Clark, requesting a proposal for a bust
of Jefferson. Clark first wrote to Ezekiel on May 24, 1886, and the sculptor
responded with an offer on June 6, on the assumption that he was being
commissioned for more than one work. Clark corrected him in a letter
of June 23, which also included the approximate dimensions desired
for the Jefferson bust. Ezekiel accepted the commission on July 21, stated
his usual fee, but candidly concluded, “I will leave the matter of price
with you and be satisfied . ..as I would like to have the commission,
having at present no work on hand and needing it.” The commission
was confirmed on August 2, and just over two years later, on September
12, 1888, Ezekiel announced that he had completed the bust, which “will
I hope give you perfect satisfaction.” The bust was shipped from Italy
in January 1889, then transferred by railroad from New York by March
23, and received at the Capitol soon afterward.

Like other sculptors then engaged in carving portraits of deceased
vice presidents for the Senate’s Vice Presidential Bust Collection, Ezekiel
needed a model, an earlier portrait on which to base his likeness. If,
as has been suggested, he derived the features from those of the full-
length statue of Jefferson by Pierre Jean David d’Angers, presented to
the United States in 1834 by Uriah P. Levy, it is not known when he
could have seen it. Ezekiel was living in Rome and did not return during
the period of this commission.

Despite the uncertainty about Ezekiel's model, the work does
resemble the David d’Angers statue, but with an odd, compressed appear-
ance. Here, Jefferson looks a bit like a handsome, genial young clergyman.
The long neck is factually accurate, the wavy hair more carefully coiffed
than in some other portraits. The recessive, pushed-back shoulders prob-
ably were meant to suggest that the great statesman was clasping his hands
behind his back. (It is also possible that the block of marble at Ezekiel’s
disposal was too small to accommodate broader shoulders or upper arms.)
The steeply vertical coat lapels emphasize the long, slender torso of the
tall, lanky Jefferson.
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Thomas Jefferson
Moses Jacob Ezekiel (1844-1917)

Marble, 1888

29% x 20 x 16% inches (74.9 x 50.8 x 41 cm)

Unsigned

Commissioned by the Joint Committee on the Library, 1886
Accepted by the Joint Committee on the Library, 1889

Cat. no. 22.00002
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Thomas Jefferson— continued

Reelected triumphantly the following year,
Jefferson spent much of his second term
attempting to protect American rights
against British and French interests by in-
stituting a trade embargo, an effort that
proved largely unsuccessful.

In 1809 he retired to his rural Virginia
home, Monticello. There, he championed
higher education by founding the University
of Virginia, and pursued wide-ranging inter-
ests in the arts and sciences. Jefferson is
considered one of the most versatile men of
his age, one much respected for his signifi-
cant contributions to political statesmanship
and philosophy. He is also recognized for
his scholarship and skill in architecture,
music, botany, and agriculture. Jefferson’s
personal library was the foundation for the
Library of Congress.
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The bust is very competently carved, demonstrating why the now-
neglected Ezekiel was honored and respected in his day. There is
fluency to both the modeling and the carving. The sense of the body
beneath the coat and vest; the crisp clarity of buttons and creases, of
lacy shirtfront and cravat; and the organic rhythms of the hair achieved
only with the chisel, not the drill, all attest to a decisive skill.

Sir Moses Ezekiel was one of America’s most prolific late 19th-
century sculptors. He was born in Virginia, served in the Civil War,
then studied in Cincinnati and later in Berlin, where he became the
first American to receive the prestigious Prix de Rome, for his bas-relief
Israel. Knighted by the Italian government, the artist established a life-
long studio in Rome (in a section of the ancient Baths of Diocletian),
yet retained his American citizenship and a studio in Cincinnati. In 1879
William W. Corcoran commissioned Ezekiel to design statues of great
artists and sculptors to fill 11 niches in the facade of the original
Corcoran Gallery of Art (now the Smithsonian Institution’s Renwick
Gallery) in Washington, D.C. Today many of these sculptures are dis-
played at the Norfolk Botanical Gardens in Virginia. Other full-length
Ezekiel statues of Jefferson are found at the University of Virginia and
at the Jefferson County Courthouse in Louisville, Kentucky. Ezekiel’s
Confederate Memorial is located at Arlington National Cemetery; his
bronze statue of Edgar Allan Poe—often considered his finest portrait
statue—can be seen at the University of Baltimore’s Law School; and
his Religious Liberty, commissioned by the Independent Order of B’nai
B’rith for the Centennial Exhibition of 1876, now stands on the grounds
of the National Museum of American Jewish History in Philadelphia.
The artist received honorary titles from three European countries.
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Artist Moses Ezekiel relaxes while
visiting his brother in Ohio, ca. 1912.
(Archives of American Art, Smithsonian Institution)

Catalogue of Fine Art

211



Thomas Jefferson— continued
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merican artist Thomas Sully traveled to Monticello in March
1821 to capture a likeness of Thomas Jefferson. Sully was
on commission to paint a portrait of Jefferson for the U.S.
Military Academy at West Point, which Jefferson estab-
lished while president. Jefferson lightly observed that Sully
might find “the trouble of his journey and the employment of his fine
pencil, as illy bestowed” on his elderly person. But Sully, after two weeks
of sketching and painting the great man at Monticello, “left the place
with the greatest reluctance.”!
The immediate result of that visit was a half-length oil painting
(the torso not completed until 1830) of the former president that is one
of Sully’s finest achievements. Sully subsequently sold the painting to
William Short, Jefferson’s former secretary. Short, in turn, bequeathed
the picture to the American Philosophical Society, a scientific organi-
zation that Jefferson had presided over from 1797 to 1814. This painting,
in Philosophical Hall, Philadelphia, served as the study for the West Point
commission—a full-length portrait, still owned by the Academy, which
Sully finished the following year.
Sully painted two replicas of the half-length painting in 1856. Both
are listed in a hand-written register of portraits created by Sully. No. 884
in the register was painted for the actor Edwin Forrest between December
6 and 11, and No. 885 was painted “for myself” (“second copy”) between
December 11 and 29. No. 885, which remained in Sully’s possession during
his lifetime, must be the one offered for sale to Congress in 1872 by the
artist’s grandson, Garrett C. Neagle, for $300. The Joint Committee on
the Library took no action, and after Sully’s death later that year Neagle
raised his asking price to $500. The committee haggled, and the painting
was acquired for $200 in 1874.
In 1856 Sully was in his seventies, which probably accounts for
a noticeable hardness in the handling and harshness in the coloring of
the Senate’s painting, characteristics not found in the original. Despite
the loss of the artist’s youthful finesse, the replica retains the extraor-
dinary dignity and repose of the original. The magisterial head, with
prominent brow and large, deep-set eyes, is serenely poised above the
torso. Jefferson is wearing a white shirt, a black coat, a glimpse of a
bright crimson waistcoat, and a greatcoat trimmed with sable furs given
to him by Tadeusz KoSciuszko (p. 240), who had received it from Czar
Paul T on his release from prison in St. Petersburg. The waistcoat provides
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Thomas Jefferson
Thomas Sully (1783-1872)

Oil on canvas, 1856

28Y% x 23% inches (72.4 x 60 cm)

Unsigned

Purchased by the Joint Committee on the Library, 1874
Cat. no. 31.00006
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Thomas Jefferson— continued
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an effective note of color, repeated in the shadows above the eyelids.
Behind the head, Sully has painted a vague sky effect with his favorite
robin’s egg blue, mingled with tawny hues.

In several of Sully’s Jefferson portraits (though not the Senate ver-
sion), the subject stands majestically beside a marble column from the
U.S. House of Representatives. The symbolism is significa