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ABSTRACT

A MEASURE OF PROGRESS
NATIVE AMERICANS IN PAINTINGS AND SCULPTURES IN THE UNITED
STATES GALLERIES OF THE FINE ARTS PALACE AT THE 1893 WORLD'S
COLUMBIAN EXPOSITION

by Marilyn Fogel

This paper considers paintings and sculptures with Native American
themes in the United States galleries of the art building at the Chicago World's
Columbian Exposition with regard to late nineteenth-century attitudes toward
progress and places them in the context of displays of other exhibits at the fair.
The works of art are analyzed with respect to the taming of the American
frontier, theories of human evolution, and government policies pertaining to the
conversion of American Indians into United States citizens.

Native Americans were portrayed as dispossessed victims of
expansionism, personifications of an Arcadian wildemess uncorrupted by
industrialization and urbanism, and antipodes of European Americans. The
selective imagery did not represent American Indians as they were and
promulgated stereotypes which were corroborated by scientific studies
presented in the Ethnography Department and elsewhere on the fairgrounds.
The paintings and sculptures contributed to the fallacious image of American

indians as immutable primitives that persists to this day.
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INTRODUCTION

Paintings and sculptures with Native American? themes in the United
States galleries of the Fine Arts Palace at the 1893 World's Columbian
Exposition are indices of late nineteenth-century attitudes about the nation's
progress and of the marginal status of the country's autochthonous peoples.
The works of art were informed by prevailing popular views toward frontie:
deveiopment, human evolution, nativism, and the conversion of Native
Americans into United States citizens. The painters Edward Moran and
Worthington Whittredge and the scuiptors Cyrus Edwin Dallin, Henry Kirke
Bush-Brown, Preston Powers, and Olin Levi Warner portrayed American
Indians as victims of progress, personifications of the wilderness tamed by
homesteading, commerce, and industry. They represented their subjects as
doomed tribes people, even though statistical data indicated that American
Indian extinction was a myth. Douglas Tilden, George de Forest Brush, and,
again, Worthington Whittredge, disregarding plains wars and impoverished
reservations, represented Native Americans as inhabitants of a New World
Eden, who symbolized nostalgia for the pre-industrialized existence lost to a
progressively urbanized society. Edwin Willard Deming, De Cost Smith, Paul
Wayland Bartlett, and Gutzon Borglum approached their works with ethno-
graphic verisimilitude, which emphasized the disparities between Native Ameri-
cans and European Americans.

In the art at the Chicago fair American Indians served as metaphors of
the by-gone era when the United States was a frontier nation and were
primarily represented as primitives arrested in an early stage of human

evolution. This stereotyped image was substantiated by scientific displays of
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American Indians at venues throughout the White City, as the fairgrounds were
called,?2 and by performances at the Midway Plaisance and Buffalo Bill's Wild
West Show. These paintings and sculptures, therefore, must be analyzed in
context with the other exhibitions of American Indians at the World's Columbian
Exposition.

Among the 1,184 sculptures and oil paintings instalied in the United
States galleries of the fine arts building, nineteen works--ten sculptures and
nine paintings--had American Indian themes.? Sixteen are extant and one,
Henry Kirke Bush-Brown's The Buffalo Hunt, is known through photographs and
references in newspapers and books from the fair. Two sculptures are
unlocated.4 The seventeen known works, by twelve artists, treat their common
Native American theme with diversity. Edward Moran's seascape is a history
painting. Worthington Whittredge's two canvases are landscapes, one Eastern,
one Western. George de Forest Brush, Edwin Deming, and De Cost Smith
painted genre scenes. Henry Kirke Bush-Brown, Preston Powers, Cyrus Dallin,
and Douglas Tilden produced monumental sculptures of man and beast
intended for installation in public outdoor spaces. Gutzon Borglum and Paul
Bartlett sculpted realistic pieces in small scale. Olin Levi Warner modeled eight
naturalistic portrait medallions in low relief, which are counted, as they were at
the fair, as two works, a single medallion of Chief Joseph and a set of seven
portraits of Columbian River Indians.

The discussion of these paintings and sculptures is organized in five
chapters. The first of these establishes the overall context in which the works of
art were viewed by visitors to the Chicago fair, where American Indians were
exhibited as objects of late nineteenth-century anthropological research, evolu-

tionary theory, and entertainment. The seventeen paintings and sculptures are
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discussed topically in Chapters Two through Four. Chapter Two examines
representations of vanishing Native Americans as metaphors of the American
frontier subdued with the expansion of the nation westward. Chapter Three
addresses images of American Indians as personifications of an Arcadian
wilderness uncorrupted by the vices of an industrialized society. Chapter Four
concerns artists' appropriation of ethnographic details to impart a semblance of
historical accuracy to the paintings and sculptures. The final section
summarizes the selective representation and the consequent stereotyped

imagery of American Indians perpetuated by the 1893 world's fair.
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Notes to Introduction

1 The terms Native American and American Indian inappropriately
homogenize numerous and diverse nations. In this paper they are used, as is
the appellation European American, to distinguish ancestral place of origin.

2 The fairgrounds were called the White City after the monochromatic
Beaux Arts facades framing the Court of Honor. The epithet was also valid with
respect to the racial purity maintained within the central fairgrounds, since
exhibitions and amusements with people of color were concentrated in the
Midway Plaisance, separated from the White City.

3 Carolyn Kinder Carr et al., Revisiting the White City: American Art at the
1893 World's Fair (Washington, D.C.: Smithsonian Institution, 1993), 194,
identified 1,184 oil paintings and sculptures in the United States galleries.
Elizabeth Broun counted 174 sculptures. Elizabeth Broun, American Paintings
and Sculpture in the Fine Arts Building of the World's Columbian Exposition,
Chicago, 1893, Ph.D. diss., University of Kansas, 1976 (Ann Arbor: University
Microfilms, 1982), 55. The nineteen works with Native American subjects
comprised only 1.6 percent of the total 1,184 oils and sculptures. The ten
sculptures represented less than six percent of the total 174, and the nine
paintings represented less than one percent of the total 1,010. There were also
works in other media by United States artists, as well as pieces in a retrospec-
tive exhibit of American art and an exhibition of masterpieces from private
collections in the United States.

4 Photographs or engravings showing William G. Tumner's The Herald of
Peace, circa 1876, and Carl Rohl-Smith's portrait bust Mato Wanartaka (Kicking
Bear), Chief of the Sioux have not been located, and therefore, these works are
excluded from the discussion in this paper. Elizabeth Broun identified the
American Indian subject of Turner's sculpture, and Rohl-Smith's piece is
identifiable by the title listed in the 1893 exhibition catalogue. Broun, 59;
Brandon Brame Fortune and Michelle Mead, "Catalogue of American Paintings
and Sculptures Exhibited at the World's Columbian Exposition," in Carr et al.,
379, 375.

xiii



CHAPTER ONE

“an exhibition of the. . . progress of civilization in the New World"

The works of art with American Indian subject matter at the 1893 Chicago
fair were influenced by prevailing public attitudes toward progress, human
evolution, and the salvability of Native Americans as United States citizens.
The works of art ;i1ust be considered with regard to the other exhibits of
American Indians at the exposition, which dealt with these same issues.

The World's Columbian Exposition was a six-month celebration of
progress in the United States during the four centuries following Columbus' first
transatlantic voyage. The Act of Congress sanctioning the exposition, signed by
President Benjamin Harrison, stated, "lt is fit and appropriate that the four
hundredth anniversary of the discovery of America be commemorated by an
exhibition of the resources of the United States of America, the development,
and of the progress of civilization in the New World."! Progress was
demonstrated at the fair by contrasting the present with the past. Native
Americans, as inhabitants of the New Worid at the time of Columbus' arrival,
personified the past and served as the touchstone against which the accom-
plishments of European American culture were measured.

At venues throughout the fairgrounds, exhibitions of American Indians
and their artifacts supported the theme of progress.2 In his 1893 account of the
fair Benjamin Truman observed, "All around are the evidences of the latest
steps taken in the world's advancement, while inside the [anthropology]
building are the objects that show how the rude forefathers of a thousand tribes

delved, dug, and builded.”® American Indians were represented by canoes, the



United States by commercial vessels of the White Star Steamship Company
and a working model of the warship /llinois. In the National Museum installation
in the Government Building, glass cases displayed life-size mannequins of a
Sioux mother and her children on horseback pulling a travois while just across
the lagoon passengers rode the electric Intramural Railway. An lroquois bark
lodge, a Crow hide tepee, and a Navajo sod-covered log hut in the Indian
Village stood within walking distance of the iron-framed Palaces of Manufac-
tures, Electricity, Machinery, and Mines.

Native Americans were prohibited from mounting their own exhibitions at
the fair, even after a group appealed to the directors of the exposition for per-
mission to do so. The petitioners wished to acknowledge their own

accomplishments, as indicated by their letter:

We, American citizens of Indian blood, most earnestly and
respectfully petition you to grant us through the forthcoming
World's Fair and anniversary of the discovery of America, some
recognition as a race; some acknowledgement that we are still a
part, however inferior, of America and the Great American
Republic. . . . With a Native American, or Indian exhibit in the
hands of capable men of our own blood. . . , [we] will show. . . that
our own advancement has been much greater than is supposed.4

Their request was denied and American Indians at the exposition were
presented not as they were, but as metaphors of the past, not as they identified
themselves, but as European Americans defined them.

The display of Native Americans as primitives was influenced by late
nineteenth-century theories of human evolution. It was believed that human
development was a continuum and that the scientific study of American Indians
would lead to a better understanding of the advance of European American

culture. The American ethnologist Lewis Henry Morgan maintained that to



3
study American Indians was to research one's own distant ancestors.5 Morgan

defined cultural development as a progression through three sequential
stages--savagery, barbarism and civilization. He hypothesized that kinship
relations developed from consanguinity and polygamy to monogamy, with
certifiable paternity and inheritance of property. The social order proceeded
from a tribal organization to a political system that protected property.7 Under
this paradigm Native Americans were in the savage and barbaric phases of
development, while European Americans were at the zenith of the evolutionary
process.8

In the late 1880s the United States Congress enacted legislation
intended to accelerate the evolutionary development of Native Americans. The
1887 Dawes Act granted ownership of tracts of reservation land to individual
American Indians. Those receiving allotments became United States citizens.
The severalty act was designed to expedite the transition from barbarism to
civilization by abolishing tribal kinship in favor of a social system based on
ownership, inheritance, and gainful development of property. Various
government agencies and Christian missionary groups supported the bill.
Representative Richard Frost stated in a House debate that property ownership
"is a responsibility. . . which the history of civilization teaches to be absolutely
necessary to the constitution of civilization and to the elevation of the human
race."® In his 1892 report as Commissioner of Indian Affairs, Thomas J. Morgan
endorsed the granting of land and citizenship as a means of abolishing
tribalism and releasing Native Americans from their status as government
wards.10 A statement by the Indian Rights Association, an evangelical

organization, summarized the sentiment of advocates of the policy, "The Indian



as a savage member of a tribal organization cannot survive, ought not to
survive, the aggressions of civilization, but his individual redemption from
heathenism and ignorance, his transformation from a savage nomad to that of
an industrious American citizen, is abundantly possibie.*11

At the World's Columbian Exposition the federal government and the
organizers of the fair aimed to present Native Americans as salvable candidates
for citizenship. At the invitation of the Bureau of Indian Affairs, groups of
American Indian children from missionary boarding schools came to the
government-sponsored Indian School on a rotating basis for two-week stays,
giving daily musical performances and demonstrations of their proficiency in
academic subjects and the manual arts.12 A guidebook informed visitors that
they could see students in the process of becoming civilized and “contrast, side
by side, the red man as a savage wrapped in a blanket, and his child in the
dress of civilization."1® The imperative to instruct Native American chiidren
coincided with the conviction that social habits were inherited. Behaviors of
reformed American Indian children would be passed on biologically to their
offspring and the mental capacity of future American indians would be
enhanced by teaching the present generation, thereby accelerating the
evolutionary process. Proponents of telesis, who acknowledged the role of
environment as well as that of heredity in social evolution, also advocated for
education.14

The Board of Fair Managers, committed to presenting Native Americans
as capable of becoming civilized, excluded from the exposition grounds Buffalo
Bill Cody's Wild West Show and Congress of Rough Riders, with its

inappropriate staging of fearsome American Indian attacks on pioneers and the
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United States cavairy.'> Cody, undeterred, established his amusement show

just outside one of the main entrances to the exposition, with seating for
audiences of eighteen thousand.16 The show earned profits of nearly one
million dollars and influenced millions of visitors' attitudes toward American
Indians.17

The following chapters will discuss the paintings and sculptures with
Native American subject matter with regard to Buffalo Bill's Wild West Show and
exhibits of American Indians at the fair, and will examine how the visual arts
were influenced by and contributed to turn-of-the-century ethnocentrism and

nativism.



Notes to Chapter One

1 The Act of Congress was signed on 25 April 1890. The Artistic Guide to
Chicago and the World's Columbian Exposition (Chicago: Monarch Book,
1892), 212.

2 Native Americans were represented in ethnological displays in the
Government, Anthropology, and Women's Buildings, as living exhibits in the
Indian Village and the government's Indian School! for children, as entertainers
at the Midway Plaisance, as statues along the Great Basin, and in paintings and
sculptures in the Fine Arts Palace. There was also a display of American Indian
nets at the Fisheries Building and a replica of cliff dwellings from Battle Rock,
Colorado.

3 Benjamin Cummings Truman, History of the World's Fair; Being a
Complete Description of the World's Columbian Exposition from Its Inception
(Chicago: E.C. Morse, 1893), 262.

4 Neil Harris et al., Grand lllusions: Chicago's World's Fair of 1893
(Chicago: Chicago Historical Society, 1993), 160 n. 29. Emma C. Sickles,
Chair of the unrealized Indian Congress at the fair, protested the exclusionary
policy toward Native Americans. She accused the exposition organizers of
including only American Indian savages and government wards. Had the Five
Civilized Tribes been permitted to demonstrate their self-sufficiency, she
alleged, they would have discredited the corporate interests that were
attempting to acquire their lands by portraying them as incapable of self-
determination. "Miss Sickles Makes Charges: Tells Why There Are No Civilized
Indians at the Fair," New York Times, 8 October 1893, 19.

5 Lewis Henry Morgan, Ancient Society: or Researches in the Lines of
Human Progress from Savagery through Barbarism to Civilization, ed. Leslie A.
White (1877; Cambridge: Harvard University Press, Belknap Press, 1964), 23.

6 Morgan, 11.

7 Morgan, 421-26. See also Part 3, "Growth of the ldea of Family," 325-
429, and Part 4, "Growth of the Idea of Property,” 445-68.

8 American Indians were considered to be gatherers and hunters with
bows and arrows, characteristics of L.H. Morgan's savage phase. Some
engaged in pottery making, the domestication of animals, and the cultivation of
grain, which, in Morgan's paradigm, originated in the early barbarian stage.
Native Americans belonged to tribal units, and many practiced polygamy,
customs associated with the savage and barbaric phases. Morgan, 16, 17, 21-
22, 425-26, 451, 454.



9 Richard Frost, House Debate on Indian Appropriation Bill, 20 January
1881, in Congressional Record, 46th Cong., 3rd sess., 1881, 11, pt. 1: 499,

10 *[CJitizenship accompanied by allotment of lands, necessarily looks
toward the entire destruction of the tribal relation." T[homas] J. Morgan, Report
of the Commissioner of Indian Affairs, 27 August 1892, in Wilcomb E.
Washburn, comp., The American Indian and the United States: A Documentary
History, 4 vols. (New York: Random House, 1973), 1:575-76.

11 Report of the Indian Rights Association, 1884, 5, in Francis Paul
Prucha, Indian Policy in the United States: Historical Essays (Lincoln: University
of Nebraska Press, 1981), 235-36.

12 Students gave concerts for orchestra, chorus, and organ, and solo
performances for coronet and violin. They demonstrated millinery, dress-
making, knitting, lace making, typing, shoemaking, saddlery, broom making,
gardening, and other skills. Exercises in penmanship, arithmetic, composition,
and grammar were displayed in portfolios about the rcom. Mary McHenry Cox,
"A Trip to the World's Fair and a Chippewa Indian Reservation," Philadelphia
Public Ledger, 8 August 1893, 1, 2; "Work of Indian Children,” New York Times,
12 November, 1893, 18.

13 A Week at the Fair (Chicago: Rand, McNally, 1893), 111.

14 Cynthia Eagle Russett, Darwin in America: The Intellectual Response,
1865-1912 (San Francisco: W.H. Freeman, 1976), 10, 106; George W.
Stocking, Jr., Race, Culture, and Evolution: Essays in the History of Anthro-
pology (New York: Free Press, 1968), 242. Frank Baker, in an 1890 address to
the Association for the Advancement of Science, stated, "By the action of a law
as yet imperfectly understood, the adaptations of each individual are transmitted
to its offspring.” Frank Baker, "The Ascent of Man," American Anthropologist 3
(1890): 298, quoted in Stocking, 243.

15 George Brown Goode, "First Draft of a System of Classification for the
World's Columbian Exposition," Exposition Records of the Smithsonian
Institution and the United States National Museum, 1875-1916, Box 37, Record
Unit 70, Smithsonian Institution Archives, Washington, D.C., in L.G. Moses,
“Indians at the Midway: Wild West Shows and the Indian Bureau at World's
Fairs," South Dakota History 21 (Fall 1991): 210. The show included staged
attacks on settlers' homes, wagon trains, and a mail coach, and a re-enactment
of "Custer's Last Charge.” Tudor Jenks, The Century World's Fair Book for Boys
and Girls (New York: Century, 1893), 152-53; Moses, 207, 223.

16 A Week at the Fair, 248.



17 Moses, 218. The revue was so lucrative in Chicago that managers of
succeeding fairs granted concessions to various wild west shows and actually
sponsored them at the 1898 Trans-Mississippi and Intemational Exposition in
Omaha, the 1901 Pan-American Exposition in Buffalo, and the 1904 Louisiana
Purchase Exposition in Saint Louis, in effect, endorsing for commercial gain the
presentation of American Indians as stereotyped savages with bows and
arrows, feathers and paint. Moses, 246.



CHAPTER TWO

“the tragic Indian story"

The doomed American Indian is the most frequently recurring motif in the
paintings and sculptures under consideration. Six of the artists--Edward Moran,
Cyrus Dallin, Henry Kirke Bush-Brown, Preston Powers, Olin Levi Wamer, and
Worthington Whittredge--addressed the issue of extinction in works they
submitted to the fair. This imagery was the product of the nineteenth-century
popular opinion that the demise of Native Americans was an inevitable
consequence of progress. Major General O.0. Howard, reflecting on his years
of service in the Indian territories, summarized this attitude: "The general
purpose of our people. . . has been all along. . . to conquer. . . [American
Indians} in battle, drive them out, or exterminate them, in order that savagery
might give place to civilization."

A prevalent conviction held that the displacement of American Indians
was part of the divine plan to bring Christian civilization to the new Promised
Land. This belief in manifest destiny informed Emmanuel Leutze's canvas for
the United States Capitol. In its border, American Indians, literally marginal, are
pushed aside by the scroll inscribed with the line from Bishop George
Berkeley's poem "Westward the Course of Empire Takes Its Way," which gives
the painting its title. Among the figures in the peripheral medallions are Moses,
who led the Hebrews to the chosen land, and the Three Magi, who followed the
star westward to the Holy Land.2 The advancement into the frontier at the
expense of the Native American population is also illustrated in Albert

Bierstadt's Oregon Trail, 1869 (Butler Institute of American Art, Youngstown,
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Ohio), with the conestoga wagons rolling past tepees and skulis of dead

animals, and in John Gast's icon of expansionism, American Progress, 1872
(Library of Congress, Washington), where the trains, steamships, and telegraph
poles push aside the American Indians and prairie fauna.

By the time of the World's Columbian Exposition, researchers had begun
to recognize the extinction of American Indians as a myth. In the 1870s Selden
N. Clark, an employee of the Bureau of Education, had analyzed nineteenth-
century statistics of the Native American population and concluded that the data
were unreliable indicators of the Indian nations' survival. He noted that births
outnumbered deaths and was convinced that the American Indian was not
vanishing.3 Garrick Mallery, an ethnologist with the United States Geological
Survey, incorperated Clark's research in presentations to the American
Association for the Advancement of Science and the Philosophical Society of
Washington, maintaining that the statistical errors had been accepted in support
of the false premise that extinction was the fate of an inferior race incapable of
co-existing with civilization.4 Nevertheless, the popular perception of Native
Americans as a homogenous, vanishing people persisted well into the twentieth
century.

Unlike Clark and Mallery, Frederick Ward Putnam, Director of the
Department of Ethnology at the fair, subscribed to the myth of the disappearing
American Indians. He regarded them as nearly extinct specimens from the past
and insisted that their installation in villages adjacent to the Anthropology
Building was essential to the proof of European Americans' progress (plate 1).

He asserted:

We must never lose sight of the fact that this Exposition is a
Columbian Exposition; that its very existence is due to the fact that
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the voyage of Columbus four hundred years ago led to the
discovery of America by our race, its subsequent peopling by
Europeans and the consequent development of great nations on
the continent. . . .

[The] different types of people who were here when
Columbus [arrived], have about vanished into history, and now is
the last opportunity for the world to see them. . . . The great object
lesson then will not be completed without their being present.
Without them, the Exposition will have no base.>

The statement exemplifies the pervasive ethnocentric beliefs in the inevitable
demise of the indigenous population and the immutability of the autochthonous
cultures.

On the opposite side of the fairgrounds from the Indian Village, in the
Fine Arts Palace, a small number of paintings and sculptures corroborated the
myth of the doomed American Indian. Edward Moran's The First Ship and
Cyrus Dallin's Signal of Peace portrayed the imminent demise as a conse-
quence of the arrival of Europeans. The fate of the indigenous peoples was
equated with the decimation of the bison in Henry Kirke Bush-Brown's The
Buffalo Hunt and Preston Powers' The Closing Era. Olin Levi Warner's portrait
reliefs documented American Indians before their impending disappearance,
and Worthington Whitiredge's The Old Hunting Grounds romanticized their
passing.

In Edward Moran's The First Ship Entering New York Harbor, Henry
Hudson's sailing vessel, the Half Moon, is a metaphor for progress, bringing a
superior civilization to the indigenous peoples (plate 2). lconographically, the
ship of progress had affinity with Frederick Macmonnies' monumental fountain
in the White City Court of Honor, which took the form of the barge of civilization
carrying to the New World a victorious Columbia, guided by personifications of

the Arts, Sciences, Industry, and Commerce.® Moran contrasted the primitive
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witness in the bow and arrow stage of development with the Europeans who

navigated the Atlantic Ocean.”

The First Ship was not only an allusion to English colonialism, but to
nineteenth-century American imperialism as well. The work was one of thirteen
canvases that Moran painted to commemorate milestones in the maritime
history of the United States. It was exhibited at the World's Columbian Exposi-
tion with The White Squadron's Farewell to Commodore John Ericsson, circa
1891 (United States Naval Academy Museum, Annapolis), from the same
series.® The White Squadron, a modern fleet of ironclad ships that patrolled the
seas in various parts of the world, signified the era of transoceanic expansion-
ism. Considered in context with The White Squadron, The First Ship insinuates
that just as the American Indians benefited from the arrival of the Europeans in
the early seventeenth century, so, too, would other native peoples benefit from
the governance of the United States at the end of the nineteenth century.®

Like Edward Moran's The First Ship, Cyrus Dallin's Signal of Peace
(plate 3) portrays the initial encounter of American Indians and Europeans,
albeit after the introduction of the horse to North America by the Spanish.
Signal of Peace was the first in a cycle of four equestrian sculptures to address
the consequences of European contact for American Indians. At their first
meeting, the native greets the newcomers. In Medicine Man (Fairmount Park,
Philadelphia), created in Paris and exhibited in the 1829 Salon, the shaman
warns his people of the futility of peacemaking with the United States.10 Protest,
temporarily exhibited in colossal scale in staff at the 1904 Louisiana Purchase
Exposition in Saint Louis, registered American Indian resistance to the acquisi-

tion of the Louisiana Territory, which the fair was otherwise celebrating. In the
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fourth sculpture in the series, Appeal to the Great Spirit, 1909, situated in front of

the Boston Museum of Fine Arts, the Indian prays for the rescue of his people
from extinction. The four sculptures generalized American Indians as Plains
Indians, immutable and inescapably doomed.

Dallin created Signal of Peace in Paris for the 1890 Salon, where it won
an honorable mention. The model was Philip, Son of Kicking Bear, whom
Dallin sketched at the encampment of the Native Americans performing in
Buffalo Bill's Wild West Show, which had come to Paris in 1889.11 The
encounter with American Indians in Paris reminded the artist of his early
experiences with them. He recalled, "The origin of [Signal of Peace] goes back
to my boyhood, to a day when i witnessed a peace pow-wow between the
Indian chiefs and the United States Army officers. | shall never forget those
splendid-looking Indians arrayed in their gorgeous head-dress[es], riding up on
their ponies to the army camp where the pow-wow was to be held."'2 In another
account Dallin related that he had shared a railroad car with a delegation of
American Indians traveling to Washington, D.C. as he was enroute to Boston for
work and study. He observed his traveling companions at their daily bath and
“was fascinated by their splendid bodies.” He explained, "The human body has
always been, in my eyes, one of the most beautiful things in creation. From
seeing those clean, beautiful Indian bodies grew the determination to tell the
tragic Indian story in clay and bronze."13

These anecdotes added interest and a semblance of authenticity to the
many speeches about American Indians that Dallin delivered to clubs and civic
organizations, while they simultaneously perpetuated stereotypes of American

Indians as semi-nude noble savages on horseback in feathers and beads.14
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The facts, however, define a reality different from the myths. Dallin's model,

Son of Kicking Bear, came from a family more suitably associated with the
sculpture Protest than with Signal of Peace. Kicking Bear, the father, was a
celebrated warrior who fought the United States army in 1876 at Rosebud, Little
Big Hern and Slim Buttes. He was active in promulgating the messianic Ghost
Dance among the Sioux. The dance was illegal at the time, and Kicking Bear
was arrested. He avoided imprisonment by agreeing to perform for Bill Cody in
his Wild West Show's European tour, where American Indians’ resistance to the
acquisition of their homelands was trivialized for entertainment.5

The American Indians Dallin met on the train in 1880 were bound for
Washington to solidify amicable relations with the federal government. While
Native American emissaries traveled to the Capital to negotiate their tribal
rights, the government identified delegates as peaceful or hostile and resoived
to subdue dissenters.'¢ The Board of Indian Commissioners disclosed that
inviting the Indian representatives to the Capital was “one of the most effective
peace measures which the government has ever adopted® because the visits
permanently convinced the Native Americans of their "inferiority to whites in
knowledge and power."17

For all his observation and personal acquaintance with American
Indians, Dallin defined them as primitives arrested in the past. Judge Lambert
Tree, who purchased Dallin's Signal of Peace for the city of Chicago, promui-
gated the myth of the vanishing American Indian in his speech at the 1894

dedication ceremony for the sculpture:

The time is not distant when our descendants will only know through
the chisel and brush of the artist these simple, untutored children of
nature who were, little more than a century ago, the sole human
occupants and proprietors of the vast northwestern empire. . . . [ilt is
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evident there is no future for them, except as they may exist as a
memory in the sculptor's bronze or stone and the painter's canvas.18

Simon Pogakon, Chief of the Potawatami, proffered a different perspective in an
article written a few years later. At the time of contact, he said, "We were kind
and confiding; standing before [the white man] like a block of marble to be
shaped into noble manhood. Instead of this, we were oftener hacked to pieces
and destroyed."19

Those responsible for the demise of the American Indians commemo-
rated their memory with public outdoor sculpture in a deception of the type that
Forrest Robinson calls "bad faith." This is a rationalization of iniquities that
society tolerates to preserve its equanimity.20 The usurpation of native home-
lands and the removal of nations to resérvations were justifiable under the faise
defense that American indians were, in Judge Tree's phrase, "untutored
children" requiring paternalistic intervention.21

The theme of Dallin's Signal of Peace influenced other representations
of dispossessed American Indians. The sculptor James Earle Fraser admired
Signal of Peace at the World's Columbian Exposition and a year later modeled
his renowned equestrian sculpture The End of the Trail.22 Fraser enlarged the
work to more than twice life-size for exhibition at the 1915 Panama Pacific
Exposition in San Francisco, where it became ar{ icon of the myth of the
doomed American Indian.23 Edward Curtis sustained the image with The
Vanishing Race, circa 1900, his photograph of Navajo equestrians, by which he
intended to represent the Indians "passing into the darkness of an unknown
future."24

Like the mounted warrior in works by Dallin, Fraser, and Curtis, the

American Indian bison hunter in Henry Kirke Bush-Brown's The Buffalo Hunt
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was a metaphor for the disappearing native peoples (plate 4). Visitors at the

Chicago fair would have viewed The Buffalo Hunt as an evocation of the by-
gone era when bison and Plains Indians had inhabited the prairie not far from
the White City. Bush-Brown's realistic sculpture compared with the eyewitness
account of the chase recorded by George Grinnell in his 1892 article "The Last
of the Buffalo":

The naked Indians cling to their naked horses as if the two were

parts of one incomparable animal, and swing and yield to every

motion of their steeds with the grace of perfect horsemanship. The

ponies, as quick and skilful as the men, race up beside the fattest

of the herd, swing off to avoid the charge of a maddened cow, and

returning, dart close to the victim, whirling hith and yon, like

swallows on the wing.25

By 1890, however, there were but a few hundred bison in the United
States that had escaped slaughter, compared to tens, if not hundreds, of
millions at the time of contact with Europeans.26 The surviving bison lived
primarily in Yellowstone Park and on private ranches, as American Indians lived
on confined reservations.2? Native Americans and bison epitomized the
American frontier, wild and free, while concomitantly they were antitypes of
civilization, the bison ravaging farmlands and American Indians eschewing
private ownership of property. Subjugated American Indians and bison were
analogies of the wildemess tamed.28

In addition to exempilifying the wild frontier, The Buffalo Hunt
corroborated late nineteenth-century theories of human development. The bow
and arrow, with which the sculpted hunter was armed, were attributes of
savagery that characterized L.H. Morgan's earliest stage of evolution.2® The
sculpture would have confirmed what fairgoers had learned from John Clark

Ridpath's History of the United States, an elementary school textbook which
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taught, “Indians belong to the Bow-and-Arrow family of men. To the Red man

the chase was everything. Without the chase he languished and died."3¢
Furthermore, the nomadic pursuit of the buffalo was savage, in contrast to the
civilized raising of cattle. This notion persisted into the twentieth century, as
evidenced by the title Meat for Wild Men given to Charles M. Russell's small
bronze sculpture of a buffalo hunt from 1924 (Amon Carter Museum, Fort
Worth).

Bush-Brown executed a small-scale model for The Buffalo Hunt in 1889
while in Paris, and enlarged it in plaster to colossal size sometime after
returning to the United States later that year.31 Like Dallin, he may have been
influenced in his choice of theme by the popularity of Buffalo Bill's Wild West
Show, which performed for seven months at the Paris Exposition Universelle
during the year that Bush-Brown produced The Buffalo Hunt maquette. He also
may have decided to represent an American indian hunter because two artists
close to him, his uncle, Henry Kirke Brown, and a family friend, John Quincy
Adams Ward, had had earlier successes with this subject. Brown, Bush-
Brown's uncle and teacher at the National Academy of Design, had produced
and sold statues and statuettes o; Americ;n Indians, including Choosing the
Arrow, Aborigine Hunter, and Indian and Panther.32 Ward's Indian Hunter,
which he entered in the Paris Salon of 1867, was the first sculpture by an
American artist to be installed in New York's Central Park.33

Just as Indian Hunter was one of Ward's most acclaimed sculptures, The
Buffalo Hunt was among Bush-Brown's most renowned works.34 Efforts were
made during the artist's lifetime and after his death to secure an important

public installation for the piece. In 1914 the Commission of Fine Arts,
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established by the legislature in 1910, advised Congress to purchase The

Buffalo Hunt for the District of Columbia.35 Casting of the work was delayed by
World War | and the Depression.3¢ In 1935 the commission again
recommended that the colossal group be purchased by the federal government
and installed at the entrance to the National Zoological Park,37 but, again, the
piece was not executed in bronze. Had The Buffalo Hunt been placed at the
zoo, it would have intensified the public's association of American Indians and
bison as metaphors for the wilderness subdued by civilization. Like the exotic
and endangered zoo animals sequestered in their cages and the bison herded
onto park lands or bred on ranches, American Indians were confined to
reservations and the Indian Territory. In the context of a national zoo, The
Buffalo Hurit sureiy would have epitomized the triumph of expansionism rather
than the tragedy of dispossession.

While The Buffalo Hunt was never realized as a permanent sculpture,
and its present location is unknown, William Preston Powers' The Closing Era
was installed as an outdoor public monument immediately following the World's
Columbian Exposition (plate 5). The work came to the attention of the Colorado
representative on the Board of Lady Managers of the World's Columbian
Exposition, Mrs. E.M. Ashley. She determined that The Closing Era would be
particularly appropriate to represent the state, as American Indians and bison
had been abundant less than thirty years before, yet their populations had
become so depleted that many children of Colorado had seen neither. The
sculpture was to serve the pedagogical function of a lesson in Colorado history
at the fair, and thereafter, in front of the state capitol building in Denver. That

Powers was a local Denver artist must have disposed Mrs. Ashley in favor of the
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sculpture as well.38 A committee raised funds for the purchase of The Closing

Era as a gift to the city from the women of Denver.39

In The Closing Era the hunter foresees his own fate as he gazes on the
dead bison at his feet. Powers' inspiration for the hunter was said to have been
Ouray, a Ute chief who had represented his people in Washington and had
ameliorated volatile relations favorably for the United States govemment in the
1860s and 1870s in Colorado.40 Like the American Indian in The Closing Era,

Ouray had anticipated his own demise:

| realize the ultimate destiny of my people. They will be extirpated
by the race that overruns, occupies and holds our hunting grounds
and whose numbers and force, with the government and millions
behind it, will, in a few years, remove the last trace of our blood
that remains. We shall fall as the leaves from the trees when the
frosts of winter come and the lands which we have roamed over
for countless generations will be given up to the mines and the
plowshare. In the place of our humble tepees, the white man's
towns and cities will appear and we shall be buried out of sight
beneath the avalanche of the new civilization.41

It was this eventuality that Cyrus Dallin protested through his equestrian cycle,
and Worthington Whittredge portrayed in The Old Hunting Grounds.

The Closing Era is not the first sculpture with the theme of the American
Indian confronting his own eradication to be sited at a capitol. Thomas
Crawford's The Dying Chief Contemplating the Progress of Civilization is
located on the east pediment of the Senate wing of the United States Capitol
building. The American Indian, chin in hand, is seated before an open grave.
The sculptor explained, "In the statue of the Indian chief | have endeavored to
concentrate all the despair and grief resulting from the conviction of the white
man's triumph. . . . [The grave is] emblematic of the extinction of the Indian
race."42 By acknowledging the injustices committed against American Indians,

Crawford's work of the 1850s could have assuaged citizens' guilt over the
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removal of the native population from the eastern states. Likewise, The Closing

Era could have mitigated guilt over the defeat and displacement of American
Indians in the West following the Civil War. By their association with the
national and Colorado state capitols, the sculptures imply that the elimination of
American Indians was the inevitable consequence of taming the frontier and
bringing law and order to the continent.

At the United States Capitol, where Crawford's sculpture is located,
legislators enacted the Dawes Act of 1887, granting citizenship to American
Indians owning individual tracts of reservation land in severalty. If considered in
terms of this bill, The Closing Era signifies the end of uncivilized nomadic
wandering, a diet based on buffalo rather than beef, and the dominance of
nature. The closing of the savage era would have been a milestone to
celebrate for those advocating the acceptance of the allotment system and a
new epoch of citizenship for the American Indian. For the hunter gazing down
at the buffalo, the future meant displacement, or, in the words of the present-day
art critic Lucy Lippard, "internal exile," the native now the “other” in his
homeland.43

Shortly before Powers completed The Closing Era to commemorate an
epoch in Colorado history, Olin Levi Warner modeled eight medallions of
American Indians living on reservations in the Pacific Northwest (plates 6
and 7). By his own account, Wamer wanted to model the portraits before
American Indians were eradicated or irrevocably assimilated. *I might be doing
a great thing for Art by using the Indians before they are extinct or ruined by
civilization," he mused. "The Indian life furnishes a great field, no one realizes it

more than |."44
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While the Native Americans in the other sculptures and paintings at the

fair were generalized, youthful braves, Warner's sitters were named individuals
from specific nations--Chief Joseph of the Nez Percés; N-che-askwe and
Seltice, Cceur d'Alénes; Moses Sulk-tash-Kosha, Okinokan; Ya-tin-ee-ah-witz,
Young Chief, and Sabina, Cayuses; and Lot, a Spokane. They represented
youth tc old age, from fourteen-year-old Sabina to ninety-eight-year-old N-che-
askwe.45 Warner's friend Charles Erskine Scott Wood undoubtedly arranged
for the sitters to pose for the artist, since he had known them during his years
stationed with the army in the Northwest.

The sitters exemplified European Americans' ideal American Indian.
Wood chose subjects whose bravery, honesty, diplomacy, and oratory he
admired. Six of the men--Joseph, N-che-askwe, Seltice, Moses Sulk-tash-
Kosha, Ya-tin-ee-ah-witz, and Lot--all tribal chiefs, had desisted from skirmishes
with the United States army and capitulated to changes imposed upon them,
the most profound of which was their removal to reservations. Young Chief had
become a property owner under the laws of severalty, farming some acreage
and leasing a portion to European American settlers.46 He fulfilled the goals of
the Dawes Act, adopting a sedentary way of life and productively using his land.
Just as farming was considered a mark of civilization, so, too, was the belief in
Christianity, and at least three of the men--N-che-aske, Seltice, and Lot--had
adopted this religion.47

Sabina was the only female among Warner's Columbia River Indians
and one of the few American Indian women included in art at the World's
Columbian Exposition. Her portrait relief is the smallest of the medallions, an

implication that her status was inferior to that of the male sitters. In the outdoor
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sculpture of the White City a young Indian maiden personified America in each

of Philip Martiny's group statues on the roof of the Agriculture Building. The
caption under a photograph of this sculpture reproduced in a book of the fair
blatantly maligned American Indian women: "The chaste figure in front stands
for the American type, an Indian girl whose form is divinely fair, decidedly
idealistic, but flattering to American pride, for though pretty Indian maidens are
seldom or never really seen they are very common in the story books."48 Artists
who admired Native American men as counterparts to Greek gods denigrated
Native American women as homely squaws. George de Forest Brush, who had
lived among Native Americans, commented that a "really handsome squaw is
rare."49 Deming and Smith observed, "Many of the Crow women, especially the
young ones, are decidedly pretty, but as they grow old all become fat and
coarse."S0 Elizabeth Custer subscribed to this stereotype, commenting on the
women she had encountered while living on the frontier with her husband
General George A. Custer, "Only extreme youth and its ever attractive charms
can make one forget the heavy square shape of Indian faces and their coarse
features."S? These statements indicate that American Indian women suffered
gender bias as well as ethnic prejudice. The disparaging regard for the coarse
"squaw" may have been rooted in European Americans' rejection of American
Indian women as "masculine," for they performed duties such as hauling loads
and transporting goods, and as sexually amoral, for some tribes practiced
polygamy.52 Warner's female model satisfied public expectations for a young
and attractive American Indian maiden.

As a series of portraits documenting American Indians before their

disappearance, Warner's medallions compare with the early nineteenth-century
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collections by Charles Bird King, George Catlin, and Karl Bodmer, and the turn-

of-the-century works by Elbridge Burbank.53 These artists treated their
paintings as ethnographic records, with much attention to the sitters' face paint,
clothing, and weaponry. Warner, by contrast, did not pose his subjects with
attributes and focused on the heads. Any visible clothing, such as Moses Sulk-
tash-Kosha's shirt collar and Ya-tin-ee-ah-witz' jacket, evidenced the sitters'
acculturation and progression from savagery to civilization.

Compositionally, the medallions are comparable to others by Warner and
his contemporaries, including Paul Bartlett, who submitted The Rev. Dr. Thomas
H. Skinner to the Chicago fair. They are also indebted to the bronze portrait
reliefs of men and women in David d'Angers' Gallery of Great Men. Warner, like
David d'Angers, filled the disk with the portrait bust, minimizing margins above
and below the head. Following David d'Angers' example, he placed identifying
inscriptions on either side of the sitters. Warner cited Ya-tin-ee-ah-witz' exploits
in battle, as the French artist had listed titles of works by the German poet
Zacharia Werner on his medallion. Warner portrayed contemporary American
Indians in the same manner as he and other artists modeled portraits of their
patrons or renéwned men and women of European ancestry. He represented
them as individuals, rather than as personifications of nature or the past as his
colleagues did.

A quarter-century before Warner traveled west to model American
Indians, Worthington Whittredge, in his painting The Old Hunting Grounds,
remembered the eastern Native Americans already gone (plate 8). The Old
Hunting Grounds evokes the by-gone era when the American Indian lived at

one with nature in the forest interior. The deteriorating canoe in the foreground



24
shadows signifies the passage of time and the disappearance of the native

hunter.54 1t contrasts with the European sailing vessel in Moran's The First Ship
(plate 2), a metaphor for progress and the future.

The dying American Indian is a recurring theme in the poetry of William
Cullen Bryant, which strongly influenced Whittredge, as he, himself, acknowl-
edged.55 In "The Indian Girl's Lament" the maiden mourns her slain lover and
anticipates joining him in a bower of trees clustered beside a lake, coinci-
dentally, the setting for The OIld Hunting Grounds.5¢ In "An Indian Story" the
hunter grieving for his murdered bride symbolizes the demise of the Indian
nations. The setting sun in "A Walk at Sunset” likewise is a metaphor for the
passing of the American Indian, the antitype of the rising sun that signifies the
dawn of European civilization in the New World in the encounter paintings
discussed above. The OId Hunting Grounds, although set in the Catskill
Mountains,57 visually complements lines from Bryant's poem "The Prairies"™:

. .. The red man came--
The roaming hunter tribes, warlike and fierce,
And the mound-builders vanished from the earth.
The solitude of centuries untoid
Has settled where they dweilt.

Thus change the forms of being. Thus arise
Races of living things, glorious in strength,
And perish, as the quickening breath of God
Fills them, or is withdrawn. The red man, too,
Has left the blooming wilds he ranged so long,
And, nearer to the Rocky Mountains, sought
A wilder hunting-ground. . . .58

In the painting solitude has settied on the forest abandoned by the hunter tribes.
The decaying wooden canoe is a metaphor for living things once thriving and
now perished. The withdrawal of the woodland hunter from the forest was less

a consequence of natural evolution or God's desigr, as Bryant posited in the
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second stanza above, and more an effect of the intrusion of European American

settlements and the government's removal policy.

Growing up on a farm in Ohio, Whittredge had observed the displace-
ment of American Indians from their hunting grounds by encroaching home-
steaders, including his own family. As a child he had found buffalo skulls and
elk antlers scattered on the prairie and had watched Shawnees migrating to
new hunting grounds.5® He was a witness to the vanishing frontier, which
doomed Native Americans personified.

The images of dispossessed Native Americans in the art at the World's
Columbian Exposition afford an overview of government policy toward the
indigenous population. The pieces by Moran and Dallin tell of the coming
displacement of the original Americans by the first European immigrants.
Whittredge's deserted wood in the Catskill Mountains represents the era of
removal from the East Coast to the indian Territory and the frontier west of the
Mississippi River. The buffalo hunts by Bush-Brown and Powers symbolize the
post-Civil War decades of concentrating Plains Indians on ever-diminishing,
segregated reservation lands, and Warner's medallions acknowledge Native
Americans as potential United States citizens.

By 1890 the progress of the nation had reached a milestone. The report
of the census for that year revealed that the wildemess, defined as territory with
fewer than two inhabitants per square mile, no longer existed in the United
States.60 At the end of the same year the battle of Wounded Knee Creek
symbolized the final subjugation of Native Americans. The congruence of these
two events bolstered the conviction that the eradication of Native American

nations was the just eventuality of civilization's conquest of the continent.
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CHAPTER THREE

an "innocent, primitive existence"

Even as Native Americans in paintings and sculptures personified the
wilderness transformed by settiement and enterprise, they concurrently
symbolized nature untouched by civilization. This bifurcated imagery was a
product of an ambivalent regard for the nation's progress engendered by pride
in the young republic and simultaneous disillusionment that it was not a New
World Eden after all. Worthington Whittredge painted The Plains soon after the
Civil War and during years of violent discord between American Indians, frontier
immigrants, and the army. George de Forest Brush produced The Indian and
the Lily, The Head Dress, and The Sculptor and the King, and Douglas Tilden
his sculpture Indian Bear Hunt during a period of severe economic depression
in the United States. Finding no Arcadia in their own time, these artists invented
one personified by Native Americans.

The very selection of Chicago as the host city for the World's Columbian
Exposition was an acclamation of westward expansion. In the early nineteenth
century Chicago had been the site of Fort Dearborn; by 1890 it was the second
largest metropolis in the United States, with a population exceeding one million.
The development of the city was indicative of national growth. Between 1870
and 1890 the urban population of the United States increased by 127 percent.
In 1890 there were fifty-seven percent more cities than there had been in 1880.1
Industrialization provided mass-produced, affordable commodities, electricity,
plumbing, and efficient food distribution, facilitated by centralized packing

houses and refrigerated railroad cars. Urbanization created a centralized labor
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force and concomitantly engendered tenements, unemployment, and

homelessness. Even as Chicago hosted the World's Columbian Exposition,
people slept in the city's empty railroad cars, outhouses, and police station
corridors.2 Such baneful conditions fostered disenchantment with contempo-
rary life and nostalgia for the past.3

American Indians, portrayed as innocent savages living in harmony with
nature, personified the antithesis of modern society. American artists were
influenced by the European archetype of the noble savage perpetuated by
Jean-Jacques Rousseau and other Enlightenment philosophers critical of social
conditions in eighteenth-century France. Rousseau had questioned whether
those suffering the consequences of industrialization would wish to retumn to the
simple life of their early ancestors. These forebears lived in rustic huts, wore
clothing sewn from skins, adorned themselves with feathers, shells, and body
paint, perfected their bows and arrows and fishing canoes, and fashioned
musical instruments. Rousseau allowed that his vision of nature no longer
existed, probably never had existed, and probably would not exist in the future;
nevertheless, artists adopted his paradigm of natural man.4 George de Forest
Brush himself pursued this fantasy, living for a time with his wife in a tepee in
New Hampshire.5 The primitive attributes defined by Rousseau coincide with
those in images of American Indians at the Chicago fair--the tepees in
Worthington Whittredge's The Plains and Edwin Deming's A Mourning Brave,
the moccasins and leggings in George de Forest Brush's The Indian and the
Lily and The Sculptor and the King, the feather headdress in Cyrus Dallin's
Signal of Peace, the bows and arrows in Henry Kirke Bush-Brown's The Buffalo

Hunt and Preston Powers' The Closing Era, the canoe in Worthington
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Whittredge's The Old Hunting Grounds, and the flute in De Cost Smith's Sioux

Lovers.

The representation of American Indians in a bucolic landscape in The
Plains by Worthington Whittredge, finished in 1870 (plate 9), confirms that
nostalgia for a pre-industrialized way of life existed well before the 1890 census
revealed that the West no longer had a wilderness, and before Frederick
Jackson Turner proclaimed in his address, delivered in conjunction with the
Chicago fair, that the end of the frontier signaled the closing of an epoch in
United States history.6 *Nothing could be more like an Arcadian landscape
than was here presented to our view,” Whittredge reminisced about his first
sighting of the western plains in the 1860s.7 Whittredge, who lived and worked
in New York, was moved by the "vastness and silence and appearance
everywhere of the innocent, primitive existence" on the prairie.8 In The Plains
he painted the encampment on the banks of the Platte River as a tranquil,
domestic idyll during a period of turbulent relations between American Indians
and settlers. Whittredge began the painting with a study made in Denver less
than two years after the battle of Sand Creek, in which the Third Regiment of the
Colorado Volunteer Cavalry had killed 105 Cheyenne women and children and
twenty-eight men.® The placid genre scene of life on the prairie ignored the
recent slaughter and contradicted Whittredge's recollection that he seldom saw
American Indians but encountered "plenty of ghastly evidences of murders,
burning of ranches, and stealing innumerable" by them.10 A contemporary
painting, View of Denver, Colorado by William O. Bemis, circa 1865-70,
chronicles a vastly different existence on the South Platte River, with cattle

heading for a corral in the foreground and the frontier town in the background.11



39
Other artists, before and after Whittredge, painted their own versions of

the undeveloped wilderness. As early as 1837 Thomas Cole painted View on
the Catskill, Early Autumn (Metropoiitan Museum of Art, New York) with no
concession to the encroachment of the Catskill and Canajoharie Railroad,
which had laid tracks near his property two years earlier.12 Thomas Moran
expunged the railroad from the western landscape in Green River Cliffs,
Wyoming, 1881 (Spring Creek Art Foundations, Dedham, Massachusetts), in
which Plains Indians on horseback file below the silent striated rock formations.
For more than a decade Green River City had been a stop along the line of the
Union Pacific Railroad. Moran, himself, had arrived there by train, yet he
repeatedly painted the site with no evidence of the town or the bridge
documented in photographs dated about 1870.13 These paintings and
Whittredge's The Plains defined imaginary American Indians inhabiting a
mythical frontier. Cole, Thomas Moran, and Whittredge saw progress from the
viewpoint of landscape artists and ignored it.

George de Forest Brush also painted imaginary places untouched by
treaty disputes, impoverished reservations, and the railroad in his three
American Indian works submitted to the fair. His idealized figures, with their
healthy, athletic physiques and neoclassical proportions, exemplified the New
World equivalent of ancient Greeks dwelling in Arcadia.4 Brush's treatment of
the nude was informed by his academic training, first with Lemuel Everett
Wilmarth at the National Academy of Design in New York and then with Jean-
Léon Gérome at the Ecole des Beaux-Arts in Paris. Like De Cost Smith, Edwin
Deming, Cyrus Dallin, and Douglas Tilden, Brush compared American Indians

to Hellenic sculpture.1® He confessed that the beardless faces of American
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indians reminded him of the art of antiquity and that their symmetrical, virtually

nude bodies were "equaled . . . by the Greek."1¢ Native Americans had long
been equated with classical statues. The eighteenth-century British novelist
John Shebbeare likened his American indian hero Canessatego to the Apolio
Belvedere and the Laocoén.1? In James Fenimore Cooper's The Last of the
Mohicans, the young Alice sees the Mohican Uncas as a Greek sculpture
miraculously come to life.1® In these examples, as in Brush's paintings, Native
Americans and Hellenic masterpieces were exemplars of nature idealized.
Brush viewed American indians as exotic subjects who may have

descended from Oriental ancestors.1® He portrayed them as New World
counterparts to the picturesque figures in Gérome's Orientalist paintings,
traveling to Wyoming and Montana, living and sketching among the Arapaho,
Shoshone, and Crow peoples, as Géréme had pursued subjects in Spain and
the Middle East.20

Although Brush personally observed American Indians, he did not attempt
to portray them with ethnographic exactitude. He remarked that he did not paint
as a historian or antiquarian and therefore did not need to resort to historical
fact to add interest to his pictures.2? Like Gérome, Brush acquired artifacts
which he very likely used as accoutrements in his paintings to give his genre
scenes the appearance of authenticity.22 In The Sculptor and the King
(plate 10) he assembled an eclectic amalgamation of Pueblo pot, Navajo
blanket and belt, Plains moccasins and leggings, and reliefs reminiscent of the
Maya.23 The king wears the same arm band as the shield maker in The Head
Dress (plate 11). Brush painted "Florida 1887" under his signature on The

Indian and the Lily, which is set among water lilies and Spanish moss-draped
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trees (plate 12). The hunter, however, wears beaded moccasins of the Plains

Indians, which were not characteristic of the late nineteenth-century Seminole
people of Florida.24 They are the same moccasins womn by the chief of an
indeterminate nation in The Sculptor and the King. Brush's meticulous
rendering of accoutrements infused his paintings with a semblance of
authenticity, yet he recontextualized the objects through indiscriminate use,
thereby presenting a false image of "real" American Indians.25

The lack of ethnographic exactitude in Brush's paintings was
inconsequential to the early twentieth-century critics who praised Brush for his
imaginative and poetic treatment of his American Indian paintings.26 The
acknowledgment of the poetic quality in Brush's work was a compliment to the
artist's ability to infuse the composition with sentiment, that is, his cwn
interpretation, which distinguished art from the mere imitation of nature.2? His
sympathetic images reinforced the myth of the innocent American Indian
uncorrupted by civilization.

Like Brush's American Indians, Douglas Tilden's pair of frontier athletes
in Indian Bear Hunt exemplify the noble savage (plate 13). They are
reminiscent of Rousseau's hypothetical natural man, for Rousseau equated life
in the forest among the bears with an innocent existence free of society's vices.
He asserted that both man and beast were stronger and more courageous in
the forest than they were after domestication or socialization.28

The contest between a Native American and a bear was a metaphor in
literature and art for the New World primitive man's or woman's existence in
untamed nature. In Frangois-René Chateaubriand's early nineteenth-century

Romantic novel The Natchez, the main character, Chactas, lived through a bear
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attack and thanked the Great Spirit for making him a savage with survival skills

unknown to civilized man.2? In sculpture, John Boyle's Stone Age in America,
commissioned in 1883 for Fairmount Park in Philadelphia, the prehistoric epoch
is represented by an American Indian mother defending her two children from a
bear.30

Traditionally, combat between man and beast symbolized the triumph of
human reason over animal instinct, of good over evil, as in the slaying of the
dragon by Saint George and the mythical duels between Theseus and the
Minotaur, Herakles and the Nemean Lion, and Lapiths and Centaurs. In Indian
Bear Hunt the outcome of the arm-to-arm battle is equivocal, as Tilden
intended. He explained, "My Indian and bear [are]. . . both in so full a vigor that
Who wins: must forever be a question in the spectator's mind."3! The sculpture
signified the evolutionary struggle from barbarism to civilization32 and
complemented exhibits at the World's Columbian Exposition which presented
Native Americans as salvable primitive peoples.

Indian Bear Hunt has affinity with Emmanuel Frémiet's Bear Cub Hunter,
which Tilden saw in the Paris zoological gardens while he was working on his
own version.33 Tilden described the Frenchman's hunter as a caveman, and iﬁ
the 1885 Salon, Frémiet's piece had been exhibited under the title Bear and
Man of the Stone Age (Ours et homme de I'dge de pierre).34 In an earlier
sculpture of a Stone Age man by Frémiet, the sculptor Auguste Rodin saw a
primitive man, physically mature but cognitively inchoate, who reportedly
influenced his own figure in The Age of Bronze.35 Tilden's sculpture was a New

World interpretation of the European primitive man. Tilden applied the French
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animalier tradition to an American motif, as Brush had adopted aspects of

Orientalism to his American Indian pictures.

Indian Bear Hunt perpetuated the image of the muscular, athletic
American Indian personifiying the wildemess found in earlier sculptures,
including Augustus Saint-Gaudens' Hiawatha, 1872 (location unknown), John
Quincy Adams Ward's The Indian Hunter, 1864 (Central Park, New York), Peter
Stephenson's Wounded Indian, 1850 (private collection), and Henry Kirke
Brown's Indian and Panther, circa 1849 (location unknown). The artist
completed Indian Bear Hunt during a period when he was occupied with works
of athletes, including Tired Wrestler, Base-ball Player, Tired Boxer, Young
Acrobat, and Football Players and exhibited Indian Bear Hunt with three of
these sculptures at the World's Columbian Expositon.3¢ Tilden, like Brush, had
studied in Paris and based his figures on prototypes from academic and
classical sculpture.37 The central figure in Indian Bear Hunt resembles the
Trojan priest in the Laocoén group (Vatican Museums, Rome) in the treatment
of the abdominal muscles, the bent right arm and knee, and the extended left
leg.38

The representation of Native Americans with the physiques of heroes
from antiquity and contemporary sportsmen was.compatible with the invented
Arcadian wilderness but was a romantic notion at odds with nineteenth-century
observations of living American Indians. Elizabeth Custer recounted in her
autobiography that she seldom saw well-developed Indians while living on the
frontier with her husband, General George A. Custer. She noted, "The legs and
arms of Indians are most invariably thin. None of them ever do any manual

labor to produce muscle, and their bones are decidedly conspicuous.”®9 1t is
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likely that Native Americans she encountered were thin from lack of adequate

nourishment. By Mrs. Custer's own account, Native Americans were constantly
requesting food.40 Other eyewitnesses also reported on the shortage of food
and the premium of rations.4? According to the 1890 United States census,
twenty-four percent of Native Americans received rations.42 Tilden's sculpture,
like the paintings of Whittredge and Brush, projected mythical American Indians.

in the spring of 1903 President Theodore Roosevelt visited San
Francisco and received an eight-inch reduction of the Bear Hunt, as it was
entitied in miniature. The statuette was a gift from the Native Sons and
Daughters of the Golden West, the Pioneers Society, and veterans of the
Mexican War.423 The Bear Hunt souvenir was cast from gold mined in California,
and was designed, produced, and presented by Californians.

The iconography of the sculpture changed with miniaturization. Tilden's
primitive man came to be associated with Roosevelt, the bear slayer, and with
California pioneers who conquered the wilderness.44 In his presentation
speech to the President, James D. Phelan, former Mayor of San Francisco,
lauded the bear as one of the earliest California settlers, a brave freedom-
fighter equivalent to the California resistance fighters in the war with Mexico.45
Neither Phelan in his address nor Roosevelt in his acceptance speech
acknowledged the presence of the two American Indians in the sculpture.
Likewise, a newspaper article announcing the gift a month before the
President's visit and the report following the event made no mention of the
Native American theme of the piece.4€ The expunction of the Native Americans
from Douglas Tilden's sculpture is analogous to their displacement from their

homelands. Their effacement from the sculpture occurred in the context of an
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official presidential visit and suggests government sanction of American Indians

made invisible.

Tilden, Brush, and Whittredge presented Native Americans as they
imagined them to have been prior to contact with Europeans. In their
uncorrupted state American Indians symbolized the untamed wilderness, the
antithesis of the base metropolis and western town. Whittredge created his
bucolic setting by effacing all evidence of development and warfare along the
Platte River. Brush and Tilden produced muscular athletes far removed from
actual American Indians living on rations on reservations as wards of the
government. These romantic, innocent “savages" embodied the national dream

of Americans thriving in freedom on the open land.
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CHAPTER FOUR

“the aboriginal way of life"

Interest in anthropoiogy flourished at the end of the nineteenth century and
an entire building was allocated to this science at the World's Columbian
Exposition.? Anthropological inquiry focused attention on the differences between
American Indians and European Americans and exacerbated the marginal status
of the autochthonous peoples. One exhibit in the Ethnography Department of the
fair presented data based on body measurements collected from approximately
17,000 American Indian men, women, and children which "proved"” that the
physical characteristics of "half-breeds" were more closely related to those of the
European American parent than to those of the Native American parent.2 Other
displays elucidated how American indians had advanced from the pre-contact
epoch to the 1890s with the intervention of government and missionary agencies.
The exhibitions were carefully orchestrated to portray Native Americans as capable
of becoming civilized.3

American Indian artifacts on display, some acquired by ethnographers
conducting field work and others lent by private collectors, were primarily traditional
rather than contemporary works.4 Genuine native arts were regarded as
immutable, arrested in the past like the cultures \;vhich produced them.
Philanthropists and government officials who advocated the assimilation of Native
Americans did not acknowledge objects with European American influences as
authentic. Such works did not conform to stereotypic conceptions of "Indian."> As
the present-day scholar James Clifford noted, marginal cultures are perceived as
resisting or yielding to change but not producing it.6 The anthropology exhibits

helped to strengthen the stereotype of the primitive American Indian through the
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selective presentation of their cuitures.

While anthropologists studied American Indians in the field, artists sought
"authentic® American Indians to sketch and paint. De Cost Smith, Edwin Deming,
Paul Bartlett, and Gutzon Borglum submitted to the World's Columbian Exposition
genre pieces in which their interpretations of costume, habitat, physiognomy, and
ritual bestowed on their works the appearance of ethnographic realism.

Like contemporary ethnographers, De Cost Smith took an interest in
American Indian folklore. While Franz Boas and other scientists studied legends to
understand the migration and integration of tribes,” Smith recorded American
Indian myths in his notebooks and based his painting Sioux Lovers (plate 14) on
one of these, the tale of the courting flute. He noted in his journal that the Sioux
believed that the music was magical and had "a mysterious power to draw the
woman to the player."® According to legend, the hunter who carved the first
courting flute leaned against a tree, playing a tune he composed for the maiden he
wanted to marry. She heard the love song and followed the melody from her family
tepee to the side of the musician, whom she consented to wed.? Sioux Lovers
illustrates the narrative, with the young woman making her way from the tepee on
the hill toward the flutist, who rests against a tree trunk in the foreground.

Alongside the musician in Sioux Lovers Smith painted a robe decorated
with pictographs of men and horses. It gives a sense of authenticity to the genre
scene and may have been based on a buffalo robe in the collection of the National
Museum that had been owned at one time by George Catlin. In his notebook Smith
sketched the painted pictographs from the Catlin robe, copied excerpts about it
from the 1885 annual report of the Board of Regents of the Smitinsonian Institution,

and compared it to one in Bern, Switzerland. He transcribed sections from a
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journal article about the robe in the Swiss collection.’0 That the publication was

dated 1908, twenty years after he painted Sioux Lovers, suggests a long-term
fascination with the painted hide and with American Indian ethnography in general.

In addition to the peaceful genre scene of Sioux Lovers, Smith also
exhibited the painting Driven Back at the World's Columbian Exposition
(plate 15).11 Accounts of eyewitness clashes between Native Americans and the
United States military and reports by army generals and the Secretary of War
influenced Smith in his painting of Driven Back just as myths and data on costume
and customs had impressed him in producing Sioux Lovers.12 Smith was evidently
affected by the first-hand summary of an attack by Cheyennes published in the
18 October 1890 issue of Harper's Weekly, which he kept among his papers.13 The
author, S.C. Robertson, First Lieutenant of the First Cavalry, recalled that two
American Indians were “"dressed in their best" and one wore a long feather bonnet.
They fought near a stream, where one remained mounted and the horse of the
second was killed. In Driven Back the American Indians are clothed in leather
shirts and leggings and two wear long feather headdresses as described by
Lieutenant Robertson. One rider pulls a horseless warrior from the river. Another
rescues the lifeless body of a comrade, laid supine across the horse. The
immediacy of the action is emphasized by the sheets of water dripping from the
horses and men as they emerge from the river.

Driven Back is the antipode to Whittredge's The Plains, painted more than
two decades earlier. Both pictures are set on the banks of a river. Each was
painted following a pernicious confrontation between the United States army and
American Indian villagers. Whittredge finished The Plains after the Cheyenne loss

at Sand Creek. Smith completed Driven Back a year or so after the Lakota defeat
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at Wounded Knee Creek. Whittredge, a landscape painter, presented the prairie

as a romantic pastoral, while Smith, a genre painter, portrayed it as a battleground
for a realistic skirmish.

Smith shared an interest in Native American ethnography with Edwin
Deming. The two artists traveled together to photograph and sketch Sioux and
Crow peoples in the Northwest and collaborated on writing and illustrating articles
published in Outing magazine in 1893 and 1894. By their own account, they
sought “a sympathetic and understanding insight" into “the aboriginal way of life"
and lived among the Indians, “drawing the domestic scenes that went on daily
beneath [their] eyes.”14 The less assimilated the tribe, the more eagerly the artists
said they pursued their studies.5

Deming illustrated the tepee in his painting A Mourning Brave (plate 16) just
as he had described it in the autobiographical essay "Sketching among the

Crows":

The finer Crow lodges are really luxurious. Some of them are twenty
or twenty-five feet in diameter and very high in proportion. With an
inner lining of some bright figured cloth, good bedding, rugs and,
sometimes carpeted almost to the firehole with a profusion of fine
woven bags from the Flat-heads, elkskin furs and utensils richly
ornamented, these lodges are comfortable in the extreme and are
usually kept very clean.16

Deming delineated a spacious tepee lined with furs and furnished with
household objects. Under the shaft of sunlight entering from the firehole the
deceased wife reclines on a bear skin.

The motif of the grieving American Indian in Deming's A Mourning Brave
recurred in nineteenth-century visual and literary arts. George de Forest Brush
approached the theme with an ethnographic interest, illustrating the Plains

Indian practice of elevating the prepared corpse on a wooden framework in
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Mourning Her Brave, 1883, not exhibited at the Chicago fair. Eanger Irwing

Couse, in his composition Mourning Her Brave, exhibited at the 1893 Salon,
painted with deliberate attention the accoutrements of the deceased and his
widow--the calumet, feather bonnet, claw necklace, beaded moccasins,
metalwork arm bands, and belt. Readers of nineteenth-century literature
sympathized with Chactas grieving for his beloved in Chateaubriand's novel
Atala, Hiawatha lamenting the death of Minnehaha in the poem by Longfeliow,
and American Indians mourning in Bryant's "Indian Girl's Lament,” "An Indian
Story,"” and "An Indian at the Burial Place of His Fathers." In these works, as in
Deming's A Mourning Brave, the death of an individual American Indian was a
metaphor for the demise of the Indian nations.

Like Smith and Deming, Paul Bartlett chose a theme with an
ethnographic bent. His sculpture The Ghost Dance was an interpretation of
Native American religious practices (plate 17). It began as the representation of
a generic ceremonial dance and later became identified with a specific ritual.
Bartlett created The Ghost Dance in 1889 in Paris and exhibited it in the Salon
that year as Indien dansant. For the World's Columbian Exposition he changed
the title to associate his piece with events that had recently been newsworthy in
the United States.1?7 The Ghost Dance was a messianic religious movement
which originated as a means of coping with oppression and loss of the social
equilibrium. Followers prayed for the resurrection of ancestors, the return of the
bison, and the peaceful removal of European Americans from American Indian
homelands.’® Homesteaders' fears of an uprising initiated by several hundred
to more than one thousand native dancers in self-induced trances contributed to

the series of events that began with the murder of Sitting Bull, a leader in the
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Ghost Dance movement, continued with the deployment of the Seventh Cavalry

to the Pine Ridge Reservation, and culminated in the massacre at Wounded
Knee Creek on 29 December 1890. By 1892 the Ghost Dance, as well as the
sun dance, war dance, and other ceremonial practices, had been declared
illegal by the United States government because citizens feared that the
frenzied performances would incite American Indians to wage war.1? Visitors at
the World's Columbian Exposition could witness performances of normally
proscribed savage dances at the Indian Village and Midway Plaisance, see
Ghost Dance shirts in the ethnography exhibit, and judge the ethnographic
authenticity of Bartlett's The Ghost Dance.

Bartlett's foremost concern in his sculpture was the realistic modeling of
the male figure. He exhibited the work in Chicago in plaster subtitled study of
the nude. Unlike Dallin, Tilden, Deming, and Brush, he did not portray his
American Indian subject as an idealized Greek athlete. The dancer, posed on
the ball of the left foot, arms suspended forward, and mouth agape, departs from
the classical paradigm of the nude, which emphasized beauty, minimized
individualized accidents of nature, and eschewed violent movement.20
Contemporary critics and art historians praised the sculptor for his naturalistic
modeling but found little merit in the unconventional posture he chose for his
subject. Bancroft commented that the treatment of the muscles was perfect but
that the pose must have been tortuous for the model.27 Lorado Taft questioned
why the artist had produced a work where the concern was more ethnologic
than artistic. He commended Bartlett for his unsurpassed modeling of The
Ghost Dance but faulted the piece for its lack of "inspiration or reason."22

Inspiration, or interpretation, distinguished art from the mere imitation of the
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model. Bartlett's sculpture was too literal a representation of nature and too

deficient in beauty to meet the standards of his time.23 Several factors very
likely influenced his choice of subject and use of verism.

Bartlett had won an honorable mention at the 1887 Salon with his over
life-size plaster Bohemian and Bears, which he also showed at the World's
Columbian Exposition. The bear cub tamer is a primitive man with the loin
cloth, long hair, and head band associated with American Indians. Bartlett's
success with the theme may have motivated him to pursue an unequivocal
American Indian motif for the Salon two years later when he submitted The
Ghost Dance in plaster under the title Indien dansant.24 Furthermore, Bartlett
had studied with Emmanuel Frémiet at the Jardin des Plantes and may have
been influenced by his sculptures of primitive man, as Douglas Tilden certainly
was in the 1890s.25

In choosing his theme Bartlett may have considered the popularity of
American indian imagery in France. He may have been familiar with the
lithography images of American Indians printed by Pellerin et Companie in
Epinal in central France. In one sheet, the figure labeled "Danse des Esprits”
balances on the bali of one foot, his arms extended forward with hands
suspended from limp wrists, similar to the subject of Bartlett's The Ghost
Dance.26 In addition, Buffalo Bill's Wild West Show was enthusiastically
received during its 1889 tour in Paris and may have impressed Bartlett, as it had
his colleague Cyrus Dallin.

Bartlett undoubtedly was most influenced in his departure from
classical ideals of beaity and demeanor by the contemporary works of

Auguste Rodin. Paul Bartlett and his father, Truman Bartlett, a sculptor



and critic, met Rodin in Paris in 1887. Like Rodin's The Age of Bronze,
which the Bartletts would have seen in the Luxembourg Gardens where it
had been installed in 1884, The Ghost Dance portrayed a primitive man
in a nontraditional stance. When the Bartletts met Rodin, the French
sculptor was finishing the plasters of The Burghers of Calais and
enlarging individual figures from The Gates of Hell. The expressionism
of The Ghost Dance has affinity with that of The Burghers of Calais,
especially with the Head of Pierre de Wissant, and with The Prodigal
Son and head of Paolo from The Gates of Hell. The pinwheel-like
posture and vulnerability of Bartlett's figure bear resemblance to The
Martyr, a female nude from The Gates of Hell which Bartlett would have
seen as an enlarged plaster relief positioned vertically in Rodin's
studio.27 Following Rodin's example, Bartlett modeled The Ghost Dance
from spontaneous human movements rather than from classical poses
that professional models had been trained to assume.28

Bartlett's The Ghost Dance was unlike any other sculpture in the
galleries, where it was in company with traditional monuments to George
Washington, Abraham Lincoln, and William Shakespeare, and neoclassical
sculptures of Sophocles, The Scraper, and Diana. The Ghost Dance was
compelling for its skillful modeling, repelling in its exceptional realism, and
titillating in its exposé of the exotic and forbidden.

Like Bartlett's dancer, Gutzon Borglum's pair of sentinels in the bronze
Indian Scouts are recognizably primitive men (plate 18).2° The broad cheek
bones, hooked nose, and prognathism distinguish the physiognomy from the

European and American ideal of a narrower face, straight nose, and less
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protuberant chin. Phimister Proctor's Sioux equestrian situated near the lagoon

and statues of Native Americans modeled in staff for the peristyle of the Court of
Honor at the World's Columbian Exposition likewise were identifiable by their
high foreheads and wide cheek bones. These facial features were among
those codified in the studies prepared for the anthropology exhibit at the fair.
American Indian faces were a centimeter wider, on average, than faces of
people of Western European ancestry. Statistical analysis determined that
"half-breeds," that is, offspring of one American Indian and one European
American parent, had narrower faces, on the average, than “fuli-bloods."30 The
narrower head was believed to be an indicator of higher intelligence.3!
Borglum's Indian Scouts gave visual form to the scientific data presented at the
exposition and reinforced the belief in a racial hierarchy, in which American
Indians were inferior to European Americans.

Borglum executed /ndian Scouts in 1891 while studying in Paris. It is
unknown if the artist employed American Indian models in Paris, as Dallin had
done, or if he based his realistic work on sketches and studies he had brought
with him from the American West. Borglum entered his sculpture in the Salon in
1892. Artists from the United States submitting works with Native American
themes had had success with Salon juries. Douglas Tilden's Indian Bear Hunt
was also accepted for the 1892 Salon. In 1891 Borglum had entered Dying
Chief and was subsequently invited to join the Société Nationale des Beaux-
Arts.32 Paul Bartlett's Bohemian Bear Tamer had won an Honorable Mention in
1887. Bartlett submitted The Ghost Dance in 1889, the year Albert Bierstadt
exhibited Last of the Buffalo. John Boyle had received an Honorable Mention

for his plaster Stone Age in America in 1886.82 American Indian themes had
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been popular in France in the novels of Chateaubriand, the translations of

James Fenimore Cooper's Leatherstocking series, George Catlin's indian
Gallery, and the wild west shows of the 1880s and 1890s.

Borglum modeled /ndian Scouts with painstaking attention to details.
The hair on both men is chin-length at the sides and long down the back. The
moccasins, identifiable as northern Cheyenne, are ankle-high and notched
twice to make a tongue in the front. The kneeling figure holds a knife in his left
hand and its sheath in his right. Borglum was also fastidious about details with
Dying Chief (Forest Lawn Museum, Glendale, California). These two works and
other small bronzes from his early period, such as Return of the Boer, Apaches
Pursued, and The Mares of Diamedes, do not foretell that Borglum would
become a sculptor of colossal monuments--the Stone Mountain memorial to the
Confederacy near Atlanta, Georgia, the gargantuan Head of Lincoin in
Washington, and the four presidential portraits on Mount Rushmore.

Borglum demonstrated an equivocal regard for Native Americans
throughout his life. His childhood memory of them was terrifying. He
associated the Sioux Indian he saw at the window of his home with the
marauding Vikings in the tales shared by his Danish grandmother.34 He
neutralized the fearsomeness with the first Native American he sculpted. In
Dying Chief the warrior, having fallen to the ground below his horse, is an
analog of the doomed Indian. While working in the Black Hills on the Mount
Rushmore project, Borglum sent food and blankets to starving Sioux families,
yet referred to his philanthropy as “a new toy," part of a scheme to reorganize
the recipients' lives to ensure their happiness.25 He communicated his outrage

that the Oglala Sioux at the Pine Ridge Agency were underfed. "Though [sic]
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knowing Indians, modeling, sketching, painting them," he wrote, "l was shocked,

ashamed, embarrassed as an American, to see and realize. . . that we had
shown so little sense, so little humanity, so little common justice as to allow the,
not long ago, owners of all this territory to be robbed, bullied and starved as we
have robbed, bullied and starved these human beings."3¢ Borglum composed
the indignant letter during the period when he was desecrating the sacred
mountains of the Sioux with jack hammers and dynamite to carve the portraits of
United States presidents in the Black Hills. Tribal Sentinels appears to have
been modeled with more ethnographic objectivity than subjective indignation at
the American Indian condition.

The attention to ethnographic authenticity demonstrated by Deming,
Smith, Bartlett, and Borglum did not guarantee the artists' accurate portrayal of
American Indians. These artists, like their colleagues, selectively represented
Native Americans. Deming and Smith traveled west in search of unassimilated
tribes. The reports of their field studies took the form of adventure stories, which
they published in Outing, a magazine devoted to sports and the outdoor life.
Bartlett's sculpture of an aboriginal dancer and Borglum's scouting party
represented American Indians as counterimages to American citizens. The
trance-like posture and particularized, exaggerated facial features emphasized
the distinctions between European Americans and American Indians. Images
in the Fine Arts Palace corroborated the messages of the displays in the

Anthropology Building that the original Americans were marginal peoples.
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would dissipate among successive generations residing in the United States.
He hoped to assuage concerns about Southern Europeans tainting the Anglo-
Saxon gene pool. Boas summarized the concern of anthropologists when he
theorized that changes in anatomical characteristics must have corresponding
alterations in mental capacity. Franz Boas to Professor J.W. Jenks, Cornell
University, 31 December 1909, in Stocking, 212-13.

32 Lois Marie Fink, American Art at the Nineteenth-Century Paris Salons
(Washington, D.C.: National Museum of American Art, Smithsonian Institu-
tion,1990), 23.

33 For a discussion of Native American themes in paintings and
sculptures in Salon exhibitions, refer to Fink, 188-193.

34 Howard Shaff and Audrey Karl Shaff, Six Wars at a Time: The Life and
Times of Gutzon Borglum, Sculptor of Mount Rushmore (Sioux Falls, S.D.:
Center for Western Studies, Augusta College, 1985), 21-22. Borglum evidently
repeated this anecdote over the years, for it became the object of a newspaper
cartoon. A boy and his dog run from an American Indian standing on the corner
in a western town. The caption reads, "Gutzon Borglum, the sculptor, as an
embryo Indian artist in the frontier country of Nebraska lived in dread and fear of
many of his subjects.” Unidentified cartoonist, “At the Bottom of the Ladder,"
San Francisco Chronicle, 1 February 1924, reproduced in Albert Boime,
"Patriarchy Fixed in Stone: Gutzon Borglum's Mount Rushmore," American Art5
(Winter/Spring 1991): 163.

35 Gutzon Borglum, letter to Dr. J.S. Lankford, Gutzon Borglum Collection,
Archives of American A, reel 3056, in Boime, 167, n. 22.

36 Gutzon Borglum, letter to Congressman Edgar Hoover, Nebraska, 12
January 1932, Gutzon Borglum Papers, Manuscript Division, Library of
Congress, Washington, D.C., quoted in Boime, 167, n. 24.



CHAPTER FIVE

“invisible fences"

in an address delivered at the Congress of Painting and Sculpture at the
World's Columbian Exposition a speaker implored American artists to adopt
national themes to show the world that the United States had subjects worthy of
representation in the fine arts.? The painters and sculptors who submitted to the
fair works with Native American motifs had fulfilled this summons. Moreover,
Bartlett, Dallin, Borglum, Tilden, and Whittredge had previously shown their
entries at exhibitions in Paris and had proved that artists could win international
recognition with uniquely American subject matter.

These works of art, which metaphorically identified American Indians with
the United States, were misrepresentations of native peoples. As doomed
tribes people in paintings and sculptures, Native Americans personified the wild
American frontier conquered by settlement and enterprise. Although statistical
evidence discredited the belief in the vanishing American Indian, the myth
endured, supported by imagery in the paintings by Moran and Whittredge, and
the public monuments by Dallin, Powers, and Bush-Brown. As savages living in
an Arcadian wilderness, American Indians symbolized the American hero--
brave, independent, and virile, uncorrupted by tl';e sins of the modermn
industrialized urban society. Warner's medallions of tribal leaders were the
exceptions among the works at the fair that portrayed American Indians
consigned to the past. Warner traveled west to model Northwest Coast Indians
before they expired, yet his subjects were survivors who had adapted to

changes brought by the reservation policy, the severalty act, and Christianity.
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Whittredge, Brush, and Tilden's invented sylvan frontier ignored the facts of

violent confrontations between Native Americans, settlers, and the army,
reservation Indians surviving on rations as government wards, and American
Indians who became United States citizens under the provisions of the Dawes
Act. Works which portrayed Native Americans with ethnographic verisimilitude
were selective representations that perpetuated stereotypes under the guise of
authenticity. The paintings and sculptures by Deming, Smith, Bartlett, and
Borglum emphasized the differences between their American Indian subjects
and European American viewers in physiognomy, dress, housing, courting and
mourning customs, diet, and religious practices.

Exhibits at the fair corroborated the marginal status of Native Americans.
Their inclusion on the Midway Plaisance with entertainers from Dahomey,
Egypt, and Algeria emphasized their equivalence to Third World colonials.
American Indians were contrasted to European Americans in scientific studies
of their languages, fingerprints, and the dimensions of their skulls.2 Case after
case displayed their bows and arrows in the Ethnology Department, where
visitors were advised to compare “aboriginal customs and the splendors of
modern civilization."3

Students at the Indian School at the fair were aiso marginal Native
Americans. With this important exhibit, the Bureau of Indian Affairs was able to
prove, to the astonishment of the public, that American Indian students were as
capable as European American children, and that social intervention could
accelerate the civilization process.4 The paternalistic institution of the Indian
boarding school was predicated on the conviction that teachers from the

dominant culture could better educate Native American children than their own
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parents and communities. This presumption exemplifies the salvage paradigm

addressed by the present-day anthropologist Virginia Dominguez, who writes
that by rescuing “others," the dominant culture implies a lack of trust that they
will take action, and claims its superiority and entitlement to influence the future
of those it saves.5 The Indian schools helped to determine the socio-economic
status of their graduates by emphasizing the manual arts along with the
academic curriculum. Native Americans, and other minorities, were trained for
the blue-collar work force, not for business and professional careers.® The
historian Martin Carnoy has explained the educational tracking of Native
American, African American, and immigrant students as an economic
expediency, a means to satisfy the needs of industrialists dependent upon a
loyal labor class.?” Characters in William Dean Howells' late nineteenth-century
socially critical novel, A Traveller from Altruria, acknowledged that there were
“invisible fences" that barred laborers from society, and that to be excluded was
to be denied the privileges of civilization.8 Even as educated citizens, American
indians remained outsiders.

For the majority of fairgoers, the most memorable images of Native
Americans were not the students at the Indian School, but the savages
attacking the stage coaches at the Wild West Show, the families living in tepees
in the villages near the Anthropology Building and on the Midway, and the
hunter pursuing the bison in Bush-Brown's colossal white plaster sculpture in
the Fine Arts Palace. So long as American Indians personified the nation's
past, their own modernity was suppressed. The World's Columbian Exposition,
through selective representation, contributed to the stereotypic image of

American Indians as immutable primitives, which persists to this day.
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Notes to Chapter Five

1"lf we are to have a school that will leave its impress upon the art of the
world, we must find our subjects at home. . . . What we want are American
painters painting American life and character. . . who will. . . teach those fellows
on the other side to respect us as a people." F. Hopkinson Smith, quoted in
Lucy Monroe, “Chicago Letter," Critic, 12 August 1893, 115.

2 Frederick Starr, "Anthropology at the World's Fair," The Popular
Science Monthly, September 1893, 613, 615; Marietta Holley, Samantha at the
World's Fair (New York: Funk and Wagnall's, 1893), 371.

3 John J. Flinn, Official Guide to the World's Columbian Exposition
(Chicago: Columbian Guide, 1893), 38.

4 Mary McHenry Cox, "A Trip to the World's Fair and a Chippewa Indian
Reservation," Philadelphia Public Ledger, 8 August 1893, 1, 2; "Work of Indian
Children," New York Times, 12 November 1893, 18.

S Virginia Dominguez, "Of Other Peoples: Beyond the 'Salvage
Paradigm',”" in Discussions in Contemporary Culture, No. 1, ed. Hal Foster
(Seattle: Bay Press, Dia Art Foundation, 1987), 131, 133.

6 Reverend P.B. Frissell, principal of the Hampton Normal and
Agricultural Institute for Indians, recognized the need for Native Americans in
the professions and requested funding to instruct Native Americans as nurses
and physicians. "Civilizing the Indian: Progress Reported by His Friends at the
Lake Mohonk Conference," New York Times, 14 October 1893, 8.

7 Martin Carnoy, Education as Cultural Imperialism (New York: David
McKay, 1974), 243-45, 270-73.

8 William Dean Howells, The Altrurian Romances, with introduction and
notes by Clara Kirk and Rudolf Kirk, text established by Scott Bennet, edited by
Edwin H. Cady, Ronald Gottesman, and David J: Nordloh (Bloomington: indiana
University Press, 1968), 38-39.
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Plate 1 Penobscot tepees, Indian Village, Worid's Columbian Exposition,
photograph by C.D. Arnold, 1893. Source: Neil Harris, Wim de Wit, James
Gilbert, and Robert Rydell, Grand Illusions: Chicago's World's Fair of 1893
(Chicago: Chicago Historical Society, 1993), 160.
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Plate 2 Edward Moran, The First Ship Entering New York Harbor, oil on
canvas, 1892. Source: Carolyn Kinder Carr et al., Revisiting the White City:
American Art at the 1893 World's Fair (Washington, D.C.: National Museum of
American Art and National Portrait Gallery, Smithsonian Institution, 1993), 126

plate 1.
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Plate 3 Cyrus E. Dallin, Signal of Peace, bronze, 1890. Source: Milton W.
Brown, American Art to 1900 (New York: Harry N. Abrams, 1972), 597 fig. 722.
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Plate 4 Henry Kirke Bush-Brown, The Buffalo Hunt, plaster, circa 1893.
Source: Herbert Howe Bancroft, The Book of the Fair: An Historical and
Descriptive Presentation of the World's Science, Art and Industry, as Viewed
Through the Columbian Exposition at Chicago in 1893, 2 vols. (Chicago:
Bancroft, 1893), 2:675.
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Plate 5 Preston Powers, The Closing Era, bronze, 1893. Source: Joe
O'Connell, in Carolyn Kinder Carr et al., Revisiting the White City: American Art
at the 1893 World's Fair (Washington, D.C.: National Museum of American Art
and National Portrait Gallery, Smithsonian Institution, 1993), 374.
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Plate 6 Olin Levi Warner, Medallion of Joseph, Chief of the Nez Percé
Indians, bronze, 1889. Source: Carolyn Kinder Carr et al., Revisiting the White
City: American Art at the 1893 World's Fair (Washington, D.C.: National

Museum of American Art and National Portrait Gallery, Smithsonian Instituticn,
1993), 380.
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Plate 7 Olin Levi Warner, Bronze Medallions of Columbia River Indians,
1891. Source: Carolyn Kinder Carr et al., Revisiting the White City: American
Art at the 1893 World's Fair (Washington, D.C.: National Museum of American
Art and National Portrait Gallery, Smithsonian Institution, 1993), 381.



Plate 8 Worthington Whittredge, The Old Hunting Grounds, oil on canvas,
1864. Source: Cheryl A. Cibulka, Quiet Places: The American Landscapes of

Worthington Whittredge (Washington, D.C.: Adams Davidson Galleries, 1982),
44 plate 4.
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Plate 9 Worthington Whittredge, The Plains, oil on canvas, 1868-70. Source:
Carolyn Kinder Carr et al., Revisiting the White City: American Art at the 1893
World's Fair (Washington, D.C.: National Museum of American Art and National
Portrait Gallery, Smithsonian Institution, 1993), 133 plate 11.
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Plate 10 George de Forest Brush, The Sculptor and the King, oil on canvas,
1888. Source: The Quest for Unity: American Art Between World's Fairs, 1876-
1893 (Detroit: Detroit Institute of Arts, 1983), plate 16.
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Plate 11 George de Forest Brush, The Head Dress, oil on canvas, 1890.
Source: Carolyn Kinder Carr et al., Revisiting the White City: American Art at the
1893 World's Fair (Washington, D.C.: National Museum of American Art and
National Portrait Gallery, Smithsonian Institution, 1993), 162 plate 54.
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Plate 12 George de Forest Brush, The Indian and the Lily, oil on canvas, 1887.
Source: H. Barbara Weinberg, The Lure of Paris: Nineteenth-Century American
Painters and Their French Teachers (New York: Abbeville Press, 1991), 113
plate 127.
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Plate 13 Douglas Tilden, /ndian Bear Hunt, bronze, 1892. Photograph by

Bruce B. Fogel.
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Plate 14 De Cost Smith, Sioux Lovers, oil on canvas, circa 1892. Source:
Carolyn Kinder Carr et al., Revisiting the White City: American Art at the 1893
World's Fair (Washington, D.C.: National Museum of American Art and National
Portrait Gallery, Smithsonian Institution, 1993), 319.



Flate 15 De Cost Smith, Driven Back, oil on canvas, 1892. Source:
Birmingham Museum of Anrt, Birmingham, Ala.
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Plate 16 Edwin W. Deming, A Mourning Brave, oil on canvas, circa 1892.
Source: National Museum of American Art, Smithsonian Institution, Washington,
D.C.
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Plate 17 Paul W. Bartlett, The Ghost Dance, bronze, 1889. Source: Lois Marie
Fink, American Art at the Nineteenth-Century Paris Salons (Washington, D.C.:
National Museum of American Art, Smithsonian Institution, 1990), 146 plate XX.
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Plate 18 Gutzon Borglum, /ndian Scouts, bronze, 1891. Source: Carolyn
Kinder Carr et al., Revisiting the White City: American Art at the 1893 World's
Fair (Washington, D.C.: National Museum of American Art and National Portrait
Gallery, Smithsonian Institution, 1993), 359.
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