History of American Art through World War II
Instructor: Professor Cyle Metzger (“Kyle” – he/him, they/them)
Course Number: ART 245
Schedule: MW 3:00-4:15pm
Location: Heuser Art Center 105

Jacob Lawrence, The Migrants Arrived in Great Numbers (panel 40 of 60), 1940-41, casein tempera on board

Instructor Contact Information
Contact: cmetzger@fsmail.bradley.edu
Office Hours: MW 4:15-5:00pm – Heuser Art Center 106
Office hours are times you can meet with your instructor to discuss the material being covered in class,
questions or concerns you might have, and other related issues. You can drop-in or make an appointment.
Conversations are one-on-one and first come/first served unless you make an appointment.
Course Content and Structure
Course Description
People are sexually aroused by pictures and sculptures; they break pictures and sculptures; they mutilate
them, kiss them, or cry before them, and go on journeys to them; they are calmed by them, stirred by
them, and incited to revolt. They give thanks by means of them, expect to be elevated by them, and are
moved to the highest levels of empathy and fear. They have always responded in these ways; they still do.
—David Freedberg, The Power of Images, 1989
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People also pay extraordinary amounts of money for works of art, build museums for them, steal them,
and frequently attempt to censor them. This course investigates the power of art in historical perspective.
It focuses on American traditions of art, the social and cultural practices that defined them, and the
analytic tools available to help us interpret the diverse meanings and functions of art works in the past and
at present. Engaging selected works—from paintings to prints to other kinds of crafted objects—and
artistic developments from first encounters through World War II, we will examine changing conceptions
of the artist, the work of art, and the discipline of art history. Our aim is to explore the multiple roles
images and objects have played over time, how they functioned in various social, economic, and cultural
contexts, and whose interests they served or sought to disrupt.
Throughout, we will attend to questions of racial construction, class hierarchies, gender and
representation, patronage and politics, the meanings of materials, as well as the impact of new
technologies: How did colonialism, notions of frontier, forced enslavement, ideas about domesticity,
efforts to establish national identity, and other historical phenomena shape American conceptions of art
and artists? How did art objects shape these phenomena? Further, how do collectors and institutions such
as the art market and the art museum define what is and isn’t American and what is and isn’t art? And
what does our contemporary reception of art tell us about the legacy of these objects?
Course Goals
I.
Students will become skilled observers of a set of objects and images that constitute a visual and
material history of the United States through World War II.
II.
Students will understand that no image or object from this history (or any context) is ever neutral,
but rather images and objects are shaped by—and participate in shaping—their social, political,
and historical context.
III.
Students will practice writing and research skills necessary to develop and defend their opinions
about the social, political, and historical significance a particular work of US-American art.
Course Structure
Each class meeting will be organized around a selection of primary objects listed in the primary object
bank (described below), and review of secondary objects and related literature will supplement our
investigations of primary objects. We will engage with these objects through activities that involve
drawing, free-association, listing, and discussion (in pairs, small groups, and as a whole class) to build
skills of close-looking, describing, memorization, and historical analysis. In lieu of exams, periodic inclass quizzes will be given to help students develop their repertoire of US-American art. Outside of class,
students will have the opportunity to apply these skills by completing a research paper that will be
produced in stages over the course of the term (see the assignment section below for details about each of
these assignments). Class time will occasionally be devoted to instructional discussions and peer-review
sessions to foster successful completion of these assignments and, ultimately, your final paper.
Core Objects
Though this course will introduce a great number of art objects, you will only be quizzed on a limited
number of them. These are noted in the course calendar in numbered lists.
Readings, Materials, and Resources
I have designed this course using the books listed below. PDFs of each reading will be available on the
course website.
•

•

Angela L. Miller, Janet Catherine Berlo, Bryan Jay Wolf, Jennifer L. Roberts, Margaretta M.
Lovell, and David M. Lubin. American Encounters: Art, History, and Cultural Identity. St. Louis,
MO: Washington University Press, 2018. (AE in course calendar)
Sylvan Barnet, A Short Guide to Writing About Art. 7th ed. New York: Longman, 2003. Print.
(Barnet in course calendar)
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Students are responsible for keeping track of the course calendar below, which lists readings you are
required to read each week.
These texts will (1) introduce students to topics that will be discussed in class (2) expose students to
important questions about art that will help students deepen their understanding of art from this time,
place, and cultural context and (3) serve as material for weekly discussions. Students will be required to
reference these texts in their final papers and recognize their main points on exams.
If you find yourself intimidated by these readings, you are not alone! They are dense and challenging
texts. Please note and take advantage of the guide for reading scholarly texts that is available at the end of
this syllabus. I am also available to talk with you about reading strategies during office hours or by
appointment.
Course Website
All readings and other course material will be posted on the course website. Announcements will also be
made through the website—you are responsible for checking the website and/or automatically generated
emails for these announcements. Outside of class assignments should be submitted via the website
Assignments tab.
Expectations and Resources
What you can expect from me
I am here to guide your learning and will challenge you to actively engage in the learning process through
class activities, assignments, and more. I strive for an inclusive and collaborative classroom, and I do my
best to give you the tools, feedback, and support your success in this course. However, please let me
know if you have needs that are not met by this course as it is designed in this syllabus.
What I expect from you
I will expect you to take an active role in your learning by coming to class prepared and being ready to
share your ideas and collaborate with your classmates. To get the most out of the class, you should be
prepared to share your ideas, ask questions, listen actively, and collaborate effectively during small group
work. This class should challenge you, but I believe everyone can succeed with some effort. Never
hesitate to email me, stop by my office, or set up a meeting if you find you are struggling.
This class is designed to help you develop an acute ability to read and analyze images and texts. It takes
time for the nuances of images to become apparent to us. Students are expected to actively participate in
face-to-face class meetings, complete required and supplemental readings outside of class, and prepare
components of a substantive project that require additional reading, research, and writing. In our busy
lives, time is often scarce, and it can be a challenge to sit still in front of an image and wait for its depth to
become clear to us. I urge you to take on this challenge and trust that extended looking can offer
information that is otherwise unknowable. Studying history and theory also take time, but there are ways
to streamline the experience without sacrificing your learning. I have provided a guide for efficiently and
effectively reading dense texts that outlines a few useful strategies in the appendix to this syllabus.
Respect for Each Other
My intentions for this course are that students from a range of backgrounds, perspectives, and situations
are well served by this course, that students’ learning needs are addressed both in and out of class, and
that the diversity that students bring to this class is viewed as a resource, strength and benefit. I intend to
present materials and activities that speak to a range of individual identities, which may include but not
limited to: gender, sexuality, disability, age, socioeconomic status, ethnicity, race, religion, political
affiliation, culture, and so on.
Each member of this class will have different identities, ideas, and perspectives that will enrich the
experience for everyone else. I ask you to be mindful of this diversity and to be respectful and thoughtful
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in your comments, questions, and interactions. Additionally, all people in this class have the right to be
addressed and referred to in accordance with their personal identity. We will have the chance to indicate
the name that we prefer to be called and, if we choose, to identify pronouns with which we would like to
be addressed. In addition, if any of our class meetings conflict with your religious calendar, please let me
know so that we can make arrangements for you.
Content Note
The objects in this course will conjure discussions of colonialism, violence, race, racism, hateful
language, and other potentially sensitive topics. While I treat these subjects with care and may signal that
challenging material is to come, students may not be warned about all content of individual readings or
seminars, and we will not limit discussion as sensitivity of topic may vary from student to student.
Psychological Support Services
You may experience a range of other challenges that can cause barriers to learning, such as strained
relationships, increased anxiety, alcohol/drug problems, feeling down, difficulty concentrating and/or lack
of motivation. These mental health concerns or stressful events may lead to diminished academic
performance or reduce your ability to participate in daily life. BU is committed to advancing the mental
health and well-being of its students. If you or someone you know is feeling overwhelmed, depressed,
and/or in need of support, services are available. You can learn more about the broad range of
confidential mental health services available on campus here:
https://www.bradley.edu/campuslife/healthservices/counseling/
Learning Resources and Support Services
If you find the material in this course challenging – join the club! Besides seeing me during office hours, I
urge you to use the support services available on campus through the Academic Support Center (ASC):
https://www.bradley.edu/offices/student/asc/
Academic Accommodation
The Office of Student Access Services (SAS) is available to support students who need an academic
accommodation based on the impact of a disability. Please contact them to establish your need for
accommodation and guidance on implementing those accommodations in this class.
Plagiarism Awareness
Plagiarism is defined as the act of using the ideas or work of another person or persons as if they were
one's own without giving proper credit to the source. Such an act is not plagiarism if it is ascertained that
the ideas were arrived through independent reasoning or logic or where the thought or idea is common
knowledge. Acknowledgement of an original author or source must be made through appropriate
references; i.e., quotation marks, footnotes, or commentary. Please review the BU Plagiarism Awareness
Module and Quiz in preparation for your research in this course.
Assignments and Grading
Grading Information
A - High competence
B - Competence
C - Minimum competence
D - Limited or incomplete competence
F - Inadequate competence for credit
Please see the BU Grade Point System page for further details about BU grading policies
https://www.bradley.edu/offices/general-counsel/resources/university-policies/grade-system/
Grades for this class will be composed of the following parts
15% Attendance and Class Participation in Discussion
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25%
5%
10%
15%
5%
25%

5 Quizzes
3 Object Descriptions (½ page each, 1 ½ pages total)
Annotated Bibliography (5 sources w/ 1 paragraph summaries)
Motivated Descriptions (1 page each, 2 pages total) &
Analysis of Objects in Relation to Historical Contexts (3 pages each, 6 total)
Introduction & Conclusion (½ page each, 1 page total)
Final Paper (10-11 pages)
- ½ page introduction
- 1 page motivated description of object 1
- 3 page discussion of object 1 in relation to historical context
- 1 page motivated description of object 2
- 3 page discussion of object 1 in relation to historical context
- 2 page compare and contrast both objects
- ½ page conclusion
- Bibliography (in addition to 9-10 pages of text)

Attendance and Class Participation (15%)
Students are allowed to miss two class meetings with no questions asked. Additional absences may be
excused but will require prior arrangement and further discussion of extenuating circumstances. Students
are required to actively contribute to class activities each meeting. Attendance and participation constitute
a significant portion of your final grade, so I encourage you to be fully present and engaged each class.
Quizzes (25%) – Please bring laptops/tablets to class on quiz days
There are no midterm or final exams in this course. Instead, students will be quizzed on the syllabus, and
then on a group of images and readings every few weeks (see dates in course calendar). Students will
have five minutes to identify the full title, artist, date (within five years), and materials for five objects (1
minute each). Additionally, to measure students’ understanding of topics covered in class, I ask students
to compare two objects based on their formal qualities and their historical contexts.
3 Object Descriptions (5%)
Due Wednesday, October 6 (electronically & printed)
Draft careful and engaging descriptions of three objects that are directly related to the course material to
begin thinking about what you will focus on for your final paper. Write descriptions of each object that
avoid analysis.
Students will pair up to assess the thoroughness of their descriptions. Each will draw the other’s object
using only the information given in the description and the resulting drawing will show the author what
stands out in their description and what is missing. I will not collect these assignments or assessments as
they will be useful to students as they develop their papers. The purpose of this assignment is to ensure
adequate progress on your final paper throughout the term and to give you the opportunity to learn from
your peers. Full credit is awarded for completion of this assignment. I am happy to meet with you in
office hours to discuss any of your assignments.
Annotated Bibliography (10%) (please include images, artist, title, date for your objects at the top)
Due Wednesday, October 20 (electronically)
This assignment is designed to help you evaluate sources of information. An annotated bibliography
includes all the citation information needed to find a source and a paragraph describing the source.
1. Find a minimum of seven sources on your topic – these should be your best sources so that means
you will likely have reviewed at least twice this many
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2. For the seven sources – Only two can be web sites, the other five should be books or scholarly
peer-reviewed articles
3. ONLY use Chicago citation formatting and use it consistently in the assignment
4. Look for reliable, valid sources that discuss research and use academic language
5. As you write your annotated paragraph include both a summary of the source AND an evaluation
of the validity of the source and its usefulness. Paragraphs should be in full sentences 70-200
words long. Length of the entry is often linked with the length of the source.
a. Summarize the content of the source – be descriptive and specific
b. Evaluate the accuracy and validity of the source
c. Describe the usefulness of the source
6. The format should list the citation, then the appropriate paragraph annotation followed by the
next citation and annotation. All entries should be typed and double spaced.
Brief Example:
Castro, P., Huber, M.E. 2005. Marine biology. 5th ed. New York: McGraw Hill. 451p.
This college-level classroom text provides an overview of oceanography, marine organisms, marine
ecology, and human relationships with the ocean. Microbes are described in detail in one chapter
but are again discussed in the context of different marine ecosystems. Prokaryotes and eukaryotes are
detailed with descriptions of their varied metabolic reactions. Relationships of microbes to other
organisms through symbiosis are highlighted as well as concerns of humans through plankton and
microbial blooms. The text also emphasizes how understudied marine microbes are due to research
interests and the difficult of studying fragile organisms at sea. As a recent publication by qualified
marine researchers and teachers, Castro and Huber, with extensive academic review, the information
is current and valid. The source provides an excellent overview for the advanced beginner including
glossary and appendices, but requires knowledge of basic biology and chemistry.
Students will turn in their annotated bibliography for feedback from me on the appropriateness of the
historical moments they have identified and the quality of their sources.
Motivated Descriptions & Analysis of Relationship to Historical Contexts (15%)
Due Wednesday, November 10 (electronically)
Modify two of your earlier descriptions to produce two “motivated descriptions” that support your
argument. Motivated descriptions are based on ideas Barnet explains in his section on formal analysis, but
motivated descriptions have the added focus on elements of the object that you will later link to your
analysis of the relationship objects have to their historical contexts. Please refer to Barnet pages 113-117,
and we will discuss writing motivated descriptions in class. In essence, you will revise the description
written earlier to focus on elements in the work that are directly tied to the historical context you identify
such that your descriptions set up your argument.
The analysis of the relationship between your objects and their historical contexts is the meat of your
research paper. At this point, you have researched the historical context from which your objects
emerged, and you have revised your original descriptions in such a way that they hint at those contexts.
Now, it’s time to do the work to extrapolate on those hints using the information you presented in your
summaries. Discuss how each of the visual elements you identify in your motivated descriptions relates to
the people, places, and events you chart in historical context summaries. I will provide feedback on these
assignments.
Introduction & Conclusion (5%)
Due Wednesday, December 1 (electronically & printed)
It might seem backwards, but once you have completed your research, you can then craft an introduction
to set up your argument for your readers because you know what you will say in the rest of your paper.
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Begin your introduction with a “hook” to grab the reader’s attention: this can be an anecdote, a question, a
quote, just to name a few possibilities. Next, write a sentence or two describing the historical context, and,
finally, add another couple of sentences identifying the works of art that you will address.
Once you have completed and presented your research, you will close your efforts not by simply writing a
paragraph that restates everything you have just said. Rather, you will craft a paragraph that reminds your
reader of your argument but most importantly presents your reader with new ideas about the
contemporary significance of your argument. This is essentially a paragraph that answers the question “so
what?”. We will discuss how to craft these paragraphs with examples of successful and not so successful
conclusions.
Final Paper (25%)
Due Electronically on Thursday, December 9 by Noon
Integrate your revised motivated descriptions, arguments, historical summaries, explanatory paragraphs,
comparisons, and introductions and conclusions to create an argument- and research-driven research
paper crafted with careful attention to the formal qualities of a work and the historical context. I will
provide a rubric for completing/grading this assignment before it is due.
Late Work Policy
Because each assignment in this course builds on the next and because we will spend class time
workshopping and responding to some of them, it is important to turn assignments on time.
1 day late: 20% of the maximum allowable marks
2 days late: 40% of the maximum allowable marks
3 days late: 60% of the maximum allowable marks
4 days late: 80% of the maximum allowable marks
5 days late: no credit
E-mail Policy
Please check your college email address regularly for course updates between class meetings. I will
assume that you have read and responded to course and university communications in a timely manner
and thus promote course expectations accordingly and proceed as scheduled throughout the term.
Students can reach me through my college email address. I strive to respond to emails within 48 hours on
weekdays. If I have not responded to your weekday email within 48 hours, please feel free to send me a
reminder. I do not reply to email after 5pm or over the weekend. If you have an urgent concern that
cannot wait until the next day or Monday, please make that clear in the subject heading of your email, and
I will do my best to respond. Email is best used for quick questions/clarifications. All other concerns—
questions about your progress, written work, your grade, class in general—should be addressed in class,
during office hours, or by appointment.
Course Schedule:
This is the current schedule for this course this term. I intend to follow it throughout the term and hope to
limit changes as much as possible to respect your time and planning. However, I also feel it is important
to be adaptable to new information and unforeseen student needs as the term progresses, so this schedule
is subject to change with advance notice.
For a schedule of important dates for this semester, please see the academic dates and deadlines website:
https://www.bradley.edu/academic/classes/fall/deadlines/index.dot
°

Week 1 °
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Week 1, Class 1: Wednesday, August 25
-

What is American Art?
How do we study it?
°

Week 2 °

Week 2, Class 1: Monday, August 30
The Art of Indigenous Americans
-

Syllabus Quiz

-

AE 3-21

Week 2, Class 2: Wednesday, September 1
The Old World and the New: First Phases of Encounters
-

AE 23-42
Michael Gaudio, “Introduction,” Engraving the Savage: The New World and Techniques of
Civilization, pages ix-xxii
Ann C. Tweedy, “From Beads to Bounty: How Wampum Became America’s First
Currency—And Lost It’s Power: https://indiancountrytoday.com/archive/from-beads-tobounty-how-wampum-became-americas-first-currencyand-lost-its-power

Week 2 Core Objects:
1. Plan of Cahokia Mounds, East St. Louis, Illinois, c. 1200 C.E.
2. Raven-effigy platform pipe, Crab Orchard culture, Rutherford Mound, Illinois, 200 B.C.E.200 C.E. Stone, 23⁄4 x 43⁄4in (6.2 x r2.2 cm). Illinois State Museum, Springfield, Illinois.
3. “Three Villages" Robe, Algonkian, Great Lakes Region, 18th century. Hide, pigments,
4. Mimbres Artist, Bowl with Koshare figure, Pruitt Site, New Mexico, c. 1200 C.E. Clay and
pigment,
5. Theodor Galle, after Stradanus (Jan van der Straet), Vespucci Discovering America, 1600.
6. John White, Village of Secoton, 1585. Colored engraving. Gilcrease Museum, Tulsa,
Oklahoma.
7. Jacques Le Moyne, Rene De Laudonniere and Chief Athore of the Timucua Indians at
Ribaut's Column, 1564. Watercolor On Vellum
8. War club, Eastern Woodlands (Iroquois?), c. 1675. Hardwood,
brass, iron, copper, and shell inlay, 24 in (60.9 cm)
9. John Verelst, Hendrick of the Wolf Clan, “One of Four Indian Kings” 1710, oil on canvas
10. Unknown Artist, Portrait of SirJohn Caldwell, c. 1785(?).
Oil on canvas, 50 x 40 in (127 x ror.6 cm).
°

Week 3 °

Week 3, Class 1: Monday, September 6
-

No class: Federal Holiday

Week 3, Class 2: Wednesday, September 8
New Spain and the Spanish Colonial West
-

AE 43-55, 109-113
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-

Marie Romero Cash, “The Colonization of New Mexico” and “The Art of the Santero” in
Santos: Enduring Images of Northern New Mexican Village Churches, 5-23
Marie Christine Duggan, “Beyond Slavery: The Institutional Status of Mission Indians” in
Franciscans and American Indians in Pan-Borderlands Perspective: Adaptation,
Negotiation, and Resistance, 237-50.

Week 3 Core Objects:
11. Transverse clerestory window, Church of San Agustin, Isleta Pueblo, New Mexico, 1612.
12. Church of San Jose, Laguna Pueblo, New Mexico, 1699.
13. Retablo (altar screen) with saints and synchronous trinity; buffalo- skin canopy above altar,
Church of San Jose, Laguna Pueblo, New Mexico, 1699-1710.
14. Pecos Pueblo, 16th century, and church, 17th century. Reconstruction drawings.
15. The battle scene at the right of the Spanish camp (Segesser I) c. 1720. Pigment on hide
°

Week 4 °

Week 4, Class 1: Monday, September 13
English Colonial Art and Architecture
-

AE 57-93 (skip what you’ve already read, skim design and architecture sections)
AE 95-108, 114-131
Alfred Boime, “Introduction: The Art of Darkness,” Art of Exclusion, 1-13
Wayne Craven, “The Seventeenth-Century New England Mercantile Image: Social Content
and Style in the Freake Portraits” in Reading American Art, 1-11
https://chnm.gmu.edu/exploring/pre_18thcentury/mrsjohnfreake/assignment.php

Week 4, Class 2: Wednesday, September 15
The American Revolution in Print, Paint, and Action
-

AE 135-148
Tanya Pohrt, "Reception and Meaning in John Trumbull's "Declaration of
Independence"." Yale University Art Gallery Bulletin, 2013, 116-19.

-

Pre-Quiz Q&A: Please come prepared with questions you have about the work we’ve covered
today and over the past few weeks.

Week 4 Core Objects:
16. Thomas Holme, A Portraiture [sic] of the City of Philadelphia in the Province of
Pennsylvania in America, 1682
17. The Freake-Gibbs Painter, Mrs. Freake and Baby Mary, c. 1671-74, oil on canvas
18. Unknown Asante Carver, Drum, Ghana, late 17th century. Height 18 in (45.7 cm). British
Museum, London.
19. Standing figure, late 18th century. Wrought iron.
20. Unknown Artist, Plantation Scene, 18th Century
21. Samuel Vaughan, Plan and elevation of Mt. Vernon, site plan of gardens and outbuildings,
1787-99
22. John Singleton Copley, Watson and the Shark,1776. Oil on canvas
23. John Trumbull, The Death of General Warren at the Battle of Bunker's Hill, 17june, 1775,
1786. Oil on canvas
24. Joshua Johnston, Portrait of a Gentleman, 1805-10. Oil on canvas, 28 x 22 in (71.1 x 55.9
cm).
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25. Samuel Jennings, Liberty Displaying the Arts and Sciences, 1792. Oil on canvas
°

Week 5 °

Week 5 Class 1: Monday, September 20
“Classical” America
-

Content Quiz 1 (1-25)

-

AE 149-169
Roger B. Stein, “Charles Willson Peale’s Expressive Design: The Artist in His Museum,” in
Reading American Art, edited by Marianne Doezema and Elizabeth Milroy, 38-78

Week 5 Class 2: Wednesday, September 22
-

Library Research Visit

Week 5 Core Objects:
26. Thomas Jefferson, University of Virginia, plan and aerial view, 1817- 26. University of
Virginia Library. Virginia.
27. Charles Willson Peale, The Artist in His Museum, 1822. Oil on canvas
28. John Vanderlyn, Ariadne Asleep on the Isle of Naxos, 1809- 12. Oil on canvas
29. Washington Allston, Elijah in the Desert, 1818. Oil on canvas,
30. Samuel F.B. Morse, The House of Representatives, 1822-3. Oil on canvas
°

Week 6 °

Week 6, Class 1: Monday, September 27
The Language of Emotion
-

AE 171-180
Kirstin P. Buick, “The Ideal Works of Edmonia Lewis: Invoking and Inverting
Autobiography,” American Art, Vol. 9, no. 2, 4-19
Joy S. Kasson, “Narratives of the Female Body: The Greek Slave” in Reading American Art,
163-189

Week 6, Class 2: Wednesday, September 30
Art of the People

-

AE 180-207

-

Karen M Adams, “The Black Image in the Paintings of William Sidney Mount,” American
Art Journal, Vol. 7, no. 2, 42-59
William T. Oedel and Todd S. Gernes, “The Painter’s Triumph: William Sidney Mount and
the Foundation of a Middle-Class Art” in Reading American Art, 128-149

-

Week 6 Core Objects:
31. Lilly Martin Spencer, Domestic Happiness, 1849.
Oil on canvas
32. Harriet Hosmer, BeatriceCenci,1856. Marble,24 X 60 X 24 in (60.9 x 152.4 x 60.9 cm).
33. Edmonia Lewis, The Old Indian Arrowmaker and His Daughter, 1872. Marble
34. Hiram Powers, The Greek Slave, 1843. Marble
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35. Rufus Porter, Handbill (Advertisement for profile portraits), c. 1818- 2 0 .
36. Dennis Cusick (Tuscarora), Keep the Sabbath, 1821. Watercolor on paper
37. Polly Collins, An Emblem of the Heavenly Sphere, 1854.
Ink and watercolor on paper
38. William Sidney Mount, Farmers Nooning, 1836. Oil on canvas
39. Richard Caton Woodville, War News.from Mexico, 1848. Oil on canvas
40. John Quidor, Antony van Corlear Brought into the Presence of Peter Stuyvesant, 1839. Oil on
canvas,
°

Week 7 °

Week 7, Class 1: Monday, October 4
Native and European Arts: The Boundaries of Culture
-

AE 209-230
Kathryn S. Height, “’Doomed to Perish’: George Catlin’s Depictions of the Mandan” in
Reading American Art, 150-163

Week 7, Class 2: Wednesday, October 6
Nature’s Nation
-

AE 241-266
Allan Wallach, “Thomas Cole and the Aristocracy” in Reading American Art, 79-108

-

3 Object Descriptions Due (electronically & printed – please include images, artist, title,
date for your objects in electronic copy NOT the printed copy)

-

Peer review of Object Descriptions

Week 7 Core Objects:
41. Alfred Jacob Miller, Interior of Fort Laramie, 1858-60. Watercolor on paper
42. Unknown Artist, Crow shield, Northern Plains, c. 1860.
Rawhide,buckskin,wool,feather,pigment,
43. George Catlin , Portrait of Mah-to-toh-pa, "Four Bears", Second Chief, in Full Dress, 1832.
Oil on canvas,
44. Mah-to-toh-pa (MANDAN), Painted buffalo robe with autobiographical scenes, c. 1835.
Native-tanned buffalo hide, red wool cloth, sinew, dyed porcupine quills, horsehair and
human hair, pigments,
45. William Fiske, George Catlin, 1849. Oil on canvas,
46. George Catlin, Wi-Jun-Jon (Pigeon’s Egg Head) Going to and Returning from Washington,
1837-39, oil on canvas
47. George Caleb Bingham, Fur Traders Descending the Missouri, 1845. Oil on canvas
48. Charles Christian Nahl, Sunday Morning at the Mines, 1872. Oil on canvas
49. Thomas Cole, The Course of Empire: The Consummation of Empire, 1835-6. Oil on canvas
50. Frederic Edwin Church, New England Scenery, 1851, Oil on canvas
°

Week 8 °

Week 8, Class 1: Monday, October 11
-

No class: Fall Recess
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Week 8, Class 2: Wednesday, October 13
Civil War
-

AE 266-282
John Davis, “Eastman Johnson’s Negro Life at the South and Urban Slavery in Washington
DC,” Art Bulletin, Vol. 80, no. 1, 67-92

-

Pre-Quiz Q&A: Please come prepared with questions you have about the work we’ve covered
today and over the past few weeks.

Week 8 Core Objects:
51. Eastman Johnson, Negro Life at the South, 1859, oil on canvas
52. J. T. Zealy/Jack (driver), Guinea, 1850. Daguerreotypes.
53. Thomas C. Roche, A Dead Confederate Soldier, Petersburg, Virginia, April 3, 1865.
Photograph.
54. Winslow Homer, Prisoners from the Front, 1866. Oil on canvas,
55. Lilly Martin Spencer, War Spirit at Home (Celebrating the Victory at Vicksburg), 1866. Oil
on canvas
°

Week 9 °

Week 9, Class 1: Monday, October 18
Representing “Race:” Emancipation to Jim Crow
-

Content Quiz 2 (26-55)

-

AE 282-299
Wilson, Judith. “Lifting the Veil: Henry O. Tanner’s The Banjo Lesson and The Thankful
Poor.” In Mary Ann Calo, ed., Critical Issues in American Art: A Book of Readings, 199-219.
Boulder, Colo.: Westview Press, 1998.

Week 9, Class 2: Wednesday, October 20
The Post-War West: Expansion, Incorporation, and the Persistence of the Local
-

AE 300-319
Nancy K. Anderson, “’The Kiss of Enterprise’”: The Western Landscape as a Symbol and
Resource,” in Reading American Art, 208-231
Jules D. Prown, “Winslow Homer in His Art” in Reading American Art, 264-279
Annotated Bibliography Due (electronically – please include images, artist, title, date for
your objects at the top)

Week 9 Core Objects:
56.
57.
58.
59.
60.
61.
62.

Edmonia Lewis, Forever Free,1867. Marble
John Quincy Adams Ward, The Freedman, modeled in plaster, 1863. Bronze,
Winslow Homer, The Morning Bell, 1866. Oil on canvas, 24 x 381⁄4in
Henry Ossawa Tanner, The Banjo Lesson, 1893. Oil on canvas
J.G.Brown, The BerryyBoy,c.1877.Oiloncanvas
Carleton Watkins, Yosemite Valley.from the Best General View, 1865. Albumen print.
Albert Bierstadt, Donner Lake from the Summit, 1873- Oil on canvas
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63. Unknown Artist (Navajo), "Chief's Blanket," c. 188o. Handspun wool and four-ply
commercial Germantown yarn
64. Currier & Ives, Santo Niiio de Atocha (Holy Child of Atocha), mid- to late-19th century.
Chromolithograph print,
65. Four Horns (Lakota), Sitting Bull Shoots a Frontiersman, 1870. Ink and watercolor on paper
°

Week 10 °

Week 10, Class 1: Monday, October 25
The Cosmopolitan Spirit in American Art
-

AE 321-338
Griselda Pollock, “Mary Cassatt: Painter of Women and Children” in Reading American Art,
280-301

Week 10, Class 2: Wednesday, October 27
Exploring the Boundaries between Mind and World, Men and Women
-

AE 357-377
Jennifer Doyle, "Sex, Scandal, and Thomas Eakins's The Gross Clinic." Representations, no.
68 (1999): 1-33.
Week 10 Core Objects:
66. John Singer Sargent, Fumee d'Ambregris, 1880. Oil on canvas
67. John Singer Sargent, Daughters of Edward Darley Boit, 1882. Oil on canvas,
68. James Abbott McNeill Whistler, Nocturne: Blue and Gold- Old Battersea Bridge, 1872-7. Oil
on canvas
69. Henry Ossawa Tanner, The Annunciation, 1898, Oil on canvas
70. M.M Hernandred Ricard , My Crazy Dream, 1877- 1912. Silk, velvet cloth, embroidery
thread
71. George Inness, Scene at Durham, an Idyl, 1882- 5. Oil on canvas,
72. John Haberle, Changes of Time, 1888. Oil on canvas
73. Winslow Homer , Right and Left, 1909. Oil on canvas
74. Mary Cassatt, In The Loge, 1877-8. Oil on canvas
75. Thomas Eakins, The Clinic of Dr. Samuel Gross (The Gross Clinic), 1875. Oil on canvas
°

Week 11 °

Week 11, Class 1: Monday, November 1
Reasserting American Cultural Authority
-

AE 377-387
Mona Domosh, "A 'civilized' Commerce: Gender, 'race', and Empire at the 1893 Chicago
Exposition." Cultural Geographies 9, no. 2 (2002): 181-201.

Week 11, Class 2: Wednesday, November 3
Early-Twentieth-Century Urban Realism
-

AE 391-401
Patricia Hills, “John Sloan’s Working-Class Women,” in Reading American Art, 311-349

Week 11 Core Objects:
76. McKim, Mead, And White, Pennsylvania Station, interior, 1902- 10
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77. Standford White (architect), Jules Guerin (renderer), Arch of the Rising Sun from the Court o
f the Universe, Panama-Pacific Exposition, San Francisco, 1915.
78. John Smithmeyer & Paul Pelz Reading Room, Library of Congress, Washington, D.C., 1897.
79. Daniel Burnham et al, Court of Honor, World's Columbian Exposition, Chicago, Illinois,
1891-3
80. Jacob Riis, Five Cents a Spot, from How the Other Half Lives, c. 1888. Gelatin silver print
81. Eadward Muybridge, "Sallie Gardner" running at a IAO gait.June 1878, from The Horse in
Motion. Albumen print
82. George Bellows, Pennsylvania Station Excavation, 1909. Oil on canvas
83. John Sloan, Hairdresser's Window, 1907. Oil on canvas
84. George Luks, Hester Street, 1905, Oil on canvas,
85. Boardman Robinson, Europe1916, published in TheMasses, no.8, October 1916, pp. 18-19.
Crayon, india ink, and opaque white on paper
°

Week 12 °

Week 12, Class 1: Monday, November 8
-

No Class

Week 12, Class 2: Wednesday, November 10
-

Motivated Descriptions & Analysis of Relationship to Historical Context Due
(electronically - please include images, artist, title, date for your objects at the top)

-

Pre-Quiz Q&A: Please come prepared with questions you have about the work we’ve covered
today and over the past few weeks.
°

Week 13 °

Week 13 Class 1: Monday, November 15
The Road to Abstraction
-

Content Quiz 3 (56-85)

-

AE 401-419
Anna C. Chave, “O’Keeffe and the Masculine Gaze” in Reading American Art, 350-370

Week 13, Class 2: Wednesday, November 17
Transnational Exchanges: Modernism and Modernity Beyond Borders
-

AE 421-445
Michael R. Taylor, "Marcel Duchamp's Nude Descending a Staircase [No. 2] and The 1913
Armory Show Scandal Revisited." Archives of American Art Journal 51, no. 3/4 (2012): 5065.

Week 13 Core Objects
86. Arthur Wesley Dow, Plate from Composition: A Series of Exercises in Art Structure for the
Use of Students and Teachers, 1919.
87. Arthur Dove, Alfie's Delight, 1929. Oil on canvas,
88. Georgia O'Keeffe, Jack-in-the-Pulpit, no. IV, 1930. Oil on canvas
89. John Marin, Lower Manhattan (Derived. from Top of the Woolworth Building), 1922.
Watercolor and collage on paper,
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90. Edward Steichen, The Flatiron- Evening, 1909 (from a 1905 negative). Gelatin silver
photograph,
91. Marcel Duchamp, Nude Descending a Staircase, no. 2, 1912, Oil on canvas
92. MARCEL DUCHAMP , Fountain, r917. Original lost. Gelatin silver print photograph by
Alfred Stieglitz,
93. Romaine Brooks, Lady Una Troubridge, 1924. Oil on canvas
94. Charles Demuth, My Egypt,1927. Oil On Composition Board
95. Gaston Lachaise, Floating Woman, 1924. Bronze
°

Week 14 °

Week 14, Class 1: Monday, November 22
The Urban/Industrial Image and the Human City
-

AE 459-483
Ellen Wiley Todd, “The Question of Difference: Isabel Bishop’s Differential Office Girls” in
Reading American Art, 409-439

- Introduction and Conclusion Discussion
Week 14, Class 2: Wednesday, November 24
-

No Class Thanksgiving

Week 14 Core Objects:
96. Joseph Stella, Voice of the City of New York Interpreted, 1920-2. Oil and tempera on canvas
97. Charles Sheeler, Classic Landscape, 1931. Oil on canvas
98. Isabel Bishop, Two Girls, 1935. Oil and tempera on Masonite
99. Archibald Motley, Black Belt, 1934. Oil on canvas
100.
Edward Hopper, Nighthawks, 1942. Oil on canvas
°

Week 15 °

Week 15, Class 1: Monday, November 29
Searching for Roots
-

AE 485-515
Alain Locke, “The New Negro” 3-16 (1925)
Wanda Corn, “The Birth of a National Icon: Grant Wood’s American Gothic” in Reading
American Art, 387-408

Week 15, Class 2: Wednesday, December 1
Social Visions: Art and the Depression Years
-

AE 517-549
Richard Meyer, "Paul Cadmus." Art Journal 57, no. 3 (1998): 80-84
Linsley, Robert. "Utopia Will Not Be Televised: Rivera at Rockefeller Center." Oxford Art
Journal 17, no. 2 (1994): 48-62.

-

Intros & Conclusions due (electronically & printed – please include images, artist, title,
date for your objects at the top)
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-

Peer Reviews of Intros and Conclusions

-

Pre-Quiz Q&A: Please come prepared with questions you have about the work we’ve covered
today and over the past few weeks.

Week 15 Core Objects:
101.
Grant Wood, American Gothic, 1930, Oil on composition board,
102.
Thomas Hart Benton, A Social History of Missouri: Pioneer Days and Early Settlers,
1936. Egg tempera on canvas,
103.
Isaac Hamilton Rapp, New Mexico Building, Panama-California Exposition, San Diego,
California, 1915. Watercolor.
104.
Norman Rockwell, Walking to Church, 1953. Oil on canvas,
105.
Awa Tsireh (Alfonso Roybal), Koshare on Rainbow, c. 1925-30. Ink on linen textured
paper
106.
T. Harmon Parkhurst, Jose Dolores Lopez, Cordova, New Mexico, c. 1935. Photograph
107.
William H. Johnson, Going to Church, c. 1940-1. Oil on burlap
108.
Horace Pippin, Mr. Prejudice, 1943. Oil on canvas
109.
Paul Cadmus, Fleet’s In!, 1934, tempera on canvas
110.
Diego Rivera, Detroit Industry, North Wall, 1932. Fresco
°

Week 16 °

Week 16, Class 1: Monday, December 6
Social Surrealism, Abstraction, Democracy
-

Content Quiz 4 (86-110)

-

AE 551-570
Michael Leja, “Jackson Pollock: Representing the Unconscious” in Reading American Art,
440-464
Ë
Final Papers Due Electronically on Thursday, December 9 by Noon
(please include images, artist, title, date for your objects at the top)
Ë

Learning Guides
The materials below are offered to support you as you engage with the course material. Whether you
consider yourself a seasoned reader of complex texts or new to this kind of material, these guides will
provide support for reading efficiently. I use them regularly myself.
Strategies for Looking at Objects
Looking at objects is the foundational activity for this course. Without knowing it, most of us jump to
analysis before we have even noticed all that is in the work. The following list will give you elements to
take note of as you are first looking at a work of art. These strategies are written to apply to both two- and
three-dimensional works:
-

Pay attention to color: not just the hues (or the names) of colors that you see, but also their
saturation (how vivid or rich they are) and their value (how light or dark they are).
Examine the arrangement of elements within the work: is the composition dense or dispersed?
Does it change from one area to another?
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-

Observe the depth of space in the work: does the work press into the space of the viewer or
seem to fall into a deep space of its own? Somewhere in between?
Note scale: how does the size this piece compare to your own body? To other works?
Pay attention to people: if people—also called “figures” in art history—are depicted, what
relationships do they have with the visual elements around them? What inferences are you
making about who they are? How do you know?

Framing Questions for Readings
In this course, you will be reading texts that make arguments about art, history, and theory. In order to
develop your ability to understand these texts, I suggest you start with the following three questions in
mind:
1. What is the problem, concept, or question the text is addressing?
2. What is the central argument or position?
3. How is the text making that argument? How is the text persuading you or making its case? By
analogy, by exposing a contradiction, by telling a story, by bringing up an empirical example or
by writing from a particular location? Keep in mind that an argument may not be presented as a
series of logical propositions, but instead may take the form of a narrative, be embodied in the
style of writing, or be an explication of a world view or system of thinking.
Concrete Strategies for Reading Difficult Texts
(adapted from Dr. Caleb McDaniel, Rice University)
The Skim
1. Always “pre-read” by skimming the titles, both for the whole text and for sections. When
authors choose titles, they are attempting to do your work as a skimmer for you. Titles, ideally,
boil down crucial concepts into brief phrases, and they can give important clues about a work’s
argument. You should therefore look for keywords in the title. Then, while you are skimming,
you can pay special attention to the parts of the work that bear directly on those keywords.
2. Look for main points “early” or “late.” Joseph Williams’ Style encourages writers to place
their main points either at the beginning of works or at the end, because this is where readers tend
to look for them. He’s right, and this is where skimmers should go for quick ideas about the main
point of a book or article. The main points of a book can usually be found in the introduction or
conclusion. Likewise, the main points of a chapter are usually at the beginning or the end. In fact,
the same is true even of smaller sections in a chapter. The same is even true of paragraphs. If a
writer is doing his or her job well, you will not find the most important points of a paragraph
buried in the middle. You will find them in the two or three sentences that come at the beginning
or the end.
3. Do not get hung up on things you do not understand. In tackling a difficult book for the first
time, read it through without ever stopping to look up or ponder the things that you do not
understand right away. Pay attention to what you can understand and do not be stopped by what
you cannot immediately grasp. Go right on reading past the point where you have difficulties in
understanding, and you will soon come to things you do understand. Concentrate on these. Keep
on in this way. Read the book through, undeterred and undismayed by the paragraphs, footnotes,
comments, and references that escape you. If you let yourself get stalled, if you allow yourself to
be tripped up by any one of these stumbling blocks, you are lost. In most cases, you will not be
able to puzzle the thing out by sticking to it. You will have a much better chance of understanding
it on a second reading, but that requires you to have read the book through at least once. [From
How to Read a Book, pp. 36-7.]
The Slow Read
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The slow read is probably the most straightforward and familiar stage of reading. Three words sum up
the basic point: Read the text. But as you read, you should practice several good reading habits:
1. Be on the look-out for reasons and evidence. In the skimming stage you began to identify the
main points of the text. Now you will want to identify the reasons, arguments, and evidence the
author gives for why you should accept those main points as true.
2. Ask yourself questions about the author’s reasons and evidence. Are there arguments you
find suspect? Evidence you expected to be shown that the author is not including? Questions you
have about whether a particular piece of evidence is representative or anomalous? Mistakes you
see in an author’s logical leaps?
3. Selectively annotate the text with marginal notes or highlights. The main thing you will want
to note are points where you think the author’s arguments are particularly strong or particularly
weak. These are the parts of the text you will be most interested in returning to once you begin to
evaluate the work as a whole. Do not highlight excessively. If you do, you will have undermined
the point of highlighting in the first place: you want to emphasize only those lines or paragraphs
that struck you as most crucial to the author’s argument.
4. Pause at the end of each section to review and jot notes. Instead of taking exhaustive notes as
you read, pause after each chapter or main section to write down a few reactions and record the
questions you have been asking.
Suggestions for Notetaking
1. Keep track of page numbers by writing them in the left margin next to each note (from experience
I can say that your future self will thank yourself when you begin to write your papers and might
begrudge you later if you don’t).
2. As you read, put a letter or symbol in the margin so you can find material to note later:
“A” for Argument: Record short quote from the text that demonstrates the text’s main claim(s)
with a 1 sentence summary of the argument.
“T” for Terms: Note and define key terms that the author uses or invents in relation to their main
argument (sometimes these are italicized or in “quotes” but not always) and rewrite in your own
words below.
Example:
Eve Sedgwick, “Queer and Now” in Tendencies
T: Queer
“That's one of the things that "queer" can refer to: the open mesh of possibilities, gaps,
overlaps, dissonances and resonances, lapses and excesses of meaning when the
constituent elements of anyone's gender, of anyone's sexuality aren't made (or can't be
made) to signify monolithically.”
In other words: Queer is not a stable thing, but describes things that are hard to fit into
typical categories
“?” for Confusing Passages: Note passages that you don’t feel like you fully understood and
would like to discuss in class
“!” for Surprising or Interesting Passages: Note identifies passages that surprised you and you
would like to discuss in class
“X” for Disagreement: this identifies passages that you disagree with or passages that you
would like to challenge in class
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Any other quotes: Note other short quotes that grab your attention while you read along with
brief explanations of why those quotes are important to you.
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