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ABSTRACT 

This thesis establishes guidelines and develops art 

historical instructional materials that answer requirements 

of discipline-based and feminist art education. Recent 

literature on the theoretical bases and curricular applica

tions of DBAE, and feminist writings in art education and 

art history serve as conceptual sources for developing an 

integrative art historical model. This study applies this 

model to develop a variety of high school level instruc

tional materials based on the lives of 19th century American 

neoclassical women sculptors. These materials contain 

biographies, sources of reproductions, and an analysis of 

these artists' particular positions as women, and as 

artists, in nineteenth century America. The last chapter 

provides information and suggestions for teachers on how to 

use the materials in a discipline based context. This kind 

of integrative approach can serve to broaden our understand

ings and experiences of the visual arts so that they are 

more truly representative of all humankind. 
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CHAPTER I 

INTRODUCTION 

Statement of the Problem 

The goal of this thesis is to establish guidelines 

for developing art historical curricular materials that will 

answer the requirements of discipline-based and feminist art 

education. This study will use content and method derived 

from DBAE literature as a starting point; feminist ideas 

about content and inquiry will then be incorporated into 

these categories to develop exemplary art historical 

materials (based on the lives and works of 19th century 

American women neoclassical sculptors) suitable for use at 

the high school level. 

Definitions of Terms Used 

Gender: a socio-cultural construction of sex role division. 

Feminist art education: a focus on gender related issues 

and on the necessity of promoting sex equity 

awareness in all areas of art instruction. 

Feminist content: a recognization of women artists, their 

achievements, contributions, and concerns, which are 

essential to a full understanding of the artworks of 

women and men. Feminist art historical inquires tend 
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to examine social history, gender issues, and 

ideological issues. 

Sub Problems 

1. Examine literature on DBAE, conceptual categories 

for content and methodology. 

2. Examine feminist writing in art history and art 

education - ideology, content, methodology. 

3. Develop guidelines for integrative model for a 

discipline based, feminist history of art. 

4. Develop curricular materials based on integrative 

model. 

The Setting and Significance of the Study 

The decade of the 1960s was host to some major 

transitions in the field of art education. The end of this 

decade was also a time that marked the emergence of the 

"second wave" of feminism in the United States. An impor

tant result of the ongoing transitions in the field of art 

education in the 80s was the development of an approach 

called DBAE (Discipline Based Art Education). 

Since that time, DBAE has made a major impact on the 

field of art education, while feminism has made a sig

nificant impact on the parent disciplines of art: art 

history, art criticism, aesthetics, and art production. The 

ongoing dialogues, inquiries, and critiques that have arisen 
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from advocates of both DBAE and feminist art education have 

affected the planning of art curricula for all levels of 

instruction from kindergarten classes to university level 

art courses. 

DBAE which requires instruction in all of the 

disciplines of art, focuses on art instruction within 

general education, and within the context of aesthetic 

education. OBAE curricula have been mainly implemented into 

elementary classrooms (SWRL, Elementary Art Program, 1982). 

DBAE curricula have also been developed for university level 

art education classes required of pre-service art and 

elementary teachers so that they may develop the skills 

necessary to teach art incorporating a discipline based 

approach (Meyers, 1985). 

The setting for the implementation of feminist 

approaches to art education has been mainly in the area of 

professional education in the arts; the majority of art 

courses with feminist content have been and are currently 

being taught at the university level (Collins & Sandell, 

1984). 

One of the tenets of DBAE is that it requires 

integral instruction in all of the disciplines of art rather 

than simply teaching isolated studio activities without the 

context of the other disciplines. Students need to learn to 
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understand, talk about, criticize, and appreciate art, as 

well as engage in making art. 

DBAE also requires a written curriculum sequenced 

across grade levels so that skills acquired in all of the 

disciplines evolve from simple to complex over a period of 

years. Meeting these requirements provides a challenge to 

the development of the field of art education in the future. 

Feminist art education focuses on gender related 

Issues, and on the necessity of promoting sex equity 

awareness in all areas of art instruction (Collins & 

Sandell, 1984; Loeb, 1979). In the past two decades, 

feminist research in art history has uncovered Information 

about the lives of a multitude of women artists frequently 

ignored by general scholarship. This information is adding 

tremendously to our knowledge of our art historical past, in 

fact, it is filling in a whole lost heritage that is 

essential to a fuller and truer picture of art history. 

Research that has been done and is ongoing in this one area 

alone, has raised countless questions that in turn are 

playing a significant role in revising the canon of the 

discipline. 

While there are differences between the primary 

emphases of DBAE and feminist art education, the issues 

raised by both approaches are extremely important and are 
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sources of major revisions affecting the whole field of art 

education. 

The position of this thesis is that it is both 

necessary and valuable to address the issues of DBAE and 

feminist art education in curriculum planning. It is also 

the opinion of this paper that compatibility between DBAE 

and feminist art education does exist and needs to be 

further reviewed and strengthened in order to provide a more 

inclusive and integrative art education to female and male 

students of all ages. 

Although as mentioned previously courses with 

feminist content have been implemented at the university 

level (professional education), this thesis will develop 

materials suitable for use at the high school level. Some 

of this material could be simplified for use at the 

elementary level. At the very least, more examples of the 

work of women artists could be included in the art histori

cal segments of lessons. 

This thesis will concern itself primarily with art 

history, and will attempt to incorporate both DBAE and 

feminist guidelines for content and modes of inquiry. This 

will ensure that in addition to meeting traditional require

ments for study in the discipline, issues relating to gender 

and sex equity as they affect students and teachers under

standing of their artistic heritage will also be addressed. 
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DBAE curricula should provide a structure that can easily 

incorporate content that recognizes women artists and their 

achievements and concerns. The material from chapter three 

based on the lives of nineteenth century women sculptors 

could be used also for the art historical segments of a 

discipline based unit on figurative sculpture that can be 

taught at the high school level. The visuals (selected 

works) can be used for critical/analysis exemplars. This 

material can be useful to either in-service or preservice 

art teachers. Some of the questions that may arise in this 

research will not necessarily be restricted to the area of 

art history, but will naturally spill over into the areas of 

art criticism or aesthetics, as they should in a well 

integrated curriculum. In these cases, they will be 

referenced to the appropriate discipline so that they may be 

incorporated into the lesson or they may be used as bases 

for extensions to the lesson or outside assignments. 

Review of the Related Literature 

The first area of literature to be reviewed is that 

of current writings on discipline based art education. Some 

of the articles contain historical overviews, and critiques 

of DBAE while others deal with its ideology, content, and 

methodologies. Those most current articles that delineate 

concepts that underlie curricular applications of DBAE are 

of particular interest to the study. 
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The second area to be covered is feminist literature 

within the disciplines of art education and art history. 

Recent Literature on DBAE 

The Pennsylvania State Seminar held in 1965 marked a 

turning point in the field of art education. Professionals 

and scholars from the field of art education and its related 

disciplines gathered to begin a dialogue and inquiry into 

the nature of art and art education, for the purpose of 

identifying researchable areas that could be carried forward 

into new ideas for curriculum development. The entire 

summer issue of Studies in Art Education (1984) is devoted 

to articles that discuss the ideas and events that cul

minated in the development of a discipline-based approach to 

art education, as well as possible implications for this 

approach in the future. 

The articles in this issue thoroughly discuss the 

evolution of DBAE, its theoretical bases, and address past, 

current, and future issues surrounding curricular applica

tions of DBAE theory. One of the most important 

developments that emerged from the years after Penn State 

was the coining and elaboration of the term DBAE. A key 

article by Greer (1984) lays out the premises and theory on 

which he bases and develops his definition of DBAE. Greer's 

ideas are a synthesis of those developed at Penn State, and 

his experience in developing the SWRL Elementary Art 
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Program. For the most current and comprehensive look at 

DBAE, its evolution, history and educational stances, the 

special edition of The Journal of Aesthetic Education 

(Summer 1987) is useful. Another recent article (Greer, 

1987) discusses the features of the disciplines required in 

DBAE curricula. In this article, Greer maps out the 

conceptual bases for content and modes of inquiry in all 

four art disciplines, and makes suggestions for the use of 

these concepts in curriculum planning. Greer cites 

Kleinbauer (1987) as a model for categorizing the kinds of 

knowledge (content) and modes of inquiry that typify the 

discipline of art history. Kleinbauer's article provides a 

detailed description of these art historical concepts, and 

discusses the relationship of art history to discipline 

based art education. 

Feminist Literature in Art Education and Art History 

Art Education 

Although the impact of feminism has been felt in the 

art disciplines, especially art history, art criticism, and 

production, feminism has only just begun to exert its 

influence on the field of art education. An early effort in 

the field of feminist art education was a collection of 

articles that covered topics such as: Feminist Reappraisals 

of Art and Art History, Reexaminations of Art, Artists and 

Society, Feminist Restructuring of Art Education and 
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Feminist Mandates for Institutional Change (Loeb, 1979). A 

more recent book (Collins & Sandell, 1984) examines many of 

the same issues from a more contemporary viewpoint. More 

than just a collection of essays, this book is the most 

thorough and comprehensive work on feminist art education to 

date. Intended as a book of ideas, inspiration, sources, 

and suggested applications, this work is of value to anyone 

in the field of art education concerned with feminist 

issues. The section on resources contains good bibliographi

cal materials and information on sources of instructional 

materials. 

Art History 

There are volumes of feminist literature in the 

discipline of art history. For the purpose of this review 

only a small and select amount of this literature will be 

considered. Suggested bibliographies found in Chapter 3 

will direct the reader if further information is needed. The 

beginning of feminist inquiry in art history, was catalyzed 

by a ground breaking article (Nochlin, 1971) that is still 

relevant and widely used today. Two articles represent 

historical overviews of the development of feminist thought 

in art history. One article (Schaefer, 1986) is brief, but 

very comprehensive. The second article (Gouma-Peterson & 

Mathews, 1987) is an extensive historical overview that 

describes and analyzes the evolution of feminist thought in 



art criticism and art history, 

theoretical paradigms, and is 

bibliographic overview. 

16 

This article suggests its own 

an invaluable and exhaustive 
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CHAPTER II 

CONCEPTUAL ORIGINS FOR DEVELOPING CURRICULA 

Discipline Based Art Education (DBAE) 

One of the most important developments that emerged 

in the years after Penn State was the coining and 

elaboration of the term Discipline Based Art Education 

(DBAE) by Greer (1984). (For more detail on Penn State and 

references, see Recent Literature on DBAE in Chapter 1). 

Discipline-based art education as defined by Greer has 

several distinct and distinguishing characteristics. The 

first premise is that DBAE is a part of general education 

and within the context of aesthetic education. A major goal 

of DBAE is to provide conditions that can lead to aesthetic 

experience. This kind of instruction aims at developing 

students abilities to make expressive forms, to make and 

defend judgments about works of art, and to appreciate and 

discuss works of art in their appropriate historical and 

cultural contexts. A second requirement is that the concepts 

and content of discipline-based instruction be derived from 

the four parent disciplines of art: art studio, art history, 

art criticism and aesthetics. DBAE stresses a rationale for 

teaching art that is based on its Intrinsic worth; the 

subject of art contains a body of knowledge that can be 
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learned, and is worth learning in and of Itself. This 

rationale places DBAE in opposition to approaches that 

advocate extrinsic values such as art for creative self 

expression. Another requirement of DBAE is that art be 

taught with a written curriculum that is sequential and 

continuous. Concepts to be learned are presented gradually 

from a simple to increasingly more complex level. There 

should be balance among the four disciplines. Sequencing 

across all areas of art provides continuity and integration; 

this method of presentation serves to repeat and reinforce 

the concepts to be learned. DBAE is a comprehensive 

approach which allows students to move from a naive to 

sophisticated knowledge about art. DBAE is also accountable; 

learning can be observed and measured. A final requirement 

of DBAE is that it provide systematic instruction with time 

requirements. At least one hour of instruction per week, per 

class, should be provided at the elementary level, and a 

minimum of one required course at the high school level 

would be necessary to meet suggested time requirements for 

art instruction in the public schools. 

Greer (1987) discusses the features of the 

disciplines required in DBAE curricula. Common features 

shared by all disciplines are that they have content and 

modes of inquiry. In this article, Greer maps out the 

conceptual bases for content and modes of inquiry in 
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aesthetics, art criticism, art history, and art production. 

Since the intention of this paper is to provide materials 

for an art historical segment of a DBAE curriculum, only the 

content and inquiry concepts for art history will be 

reproduced and elaborated on in this chapter. Greer cites 

Kleinbauer's (1987) model for categories of knowledge 

(content) and modes of inquiry that typify the discipline of 

art history. This paper will also use Kleinbauer's model for 

determining and elaborating art historical concepts for 

curriculum planning. 

Defining Art History 

Art history concerns itself with Investigations of 

works of art and relating these works to the cultural and 

historical contexts from which they arise (Greer, 1987). 

Expanding on this definition it could also be said that art 

history, therefore, concerns itself with exploring not only 

art works, but the lives of the artists who created them and 

the cultural conditions surrounding the creation of these 

works. 

Art history concerns itself with investigation, 

analysis and interpretation; it provides a framework of 

ideas and exemplars for study in the other visual arts 

disciplines. When studied in an integrative way, it also 

provides an interdisciplinary framework that expands our 
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social, psychological, political, literary, and other 

understandings. 

Definitions of Art Historical Concepts and Methods 

Kleinbauer describes contemporary art historical 

practice as containing a multiplicity of approaches. All of 

these approaches, however, can be said to encompass two 

modes of inquiry, the intrinsic and extrinsic. These two 

modes represent different ways to answer questions (who, 

what, where, when, etc.) about works of art, and their 

meanings. These modes are applied singly or in various 

combinations, depending on the particular focus of the 

inquiry. 

Intrinsic Modes of Inquiry 

The first mode of inquiry focuses on intrinsic 

factors: 

A. Connoisseurship. Includes the study of materials 

and techniques, identifying and becoming familiar with the 

artistic potential of different media and the ways they are 

used. 

1. Attribution answers questions about who made the 

work and when and where it was made. 

Authentication is scholarly confirmation of the 

attribution of the work. 
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2. Provenance is studying the history of the work 

itself. Includes who commissioned it, etc. 

B. Style • Identifies distinguishing features 

(formal qualities, motifs) that place a work within a style. 

Style may be historical or geographical. Within a larger 

style can also be found an artist's personal style. 

C. Iconography. The study of the subject matter or 

themes of the artwork. Iconographic studies examine the 

signs, symbols, and metaphor found in art works. These kinds 

of studies often require reference to other works and 

disciplines. Feminists too are interested in content but 

approach it in a different way. They study content in terms 

of gender roles. (What role does gender play in the 

creation, and message of an art image?) 

D. Function. This is the purpose for which the 

work was made. This is related to provenance. 

Extrinsic Factors 

Kleinbauer (1987) states, "Art historians working in 

the extrinsic mode believe that a valid understanding of 

artworks requires examination and interpretation of the 

extrinsic factors and conditions surrounding and shaping 

these works" (p. 209). 

Kleinbauer explains that the Intention of this 

approach is to broadly pursue the circumstances of the 

artworks1 time and place. 
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In an attempt to understand the artwork in 
its original context, the extrinsic mode of 
analysis probes the artist, the nature of 
the creative process, and the elements that 
shape the artwork. Those extrinsic methods 
include artistic biography,...patronage, and 
other political, economic, social, 
philosophical and cultural considerations 
(p. 209). 

Integrative Art History 

The particular kind of methodology that will be used 

in this work is defined by Klelnbauer as integrative art 

history. Klelnbauer states, 

As a rule art history applies the 
methodologies of two or more genres in the 
intrinsic and extrinsic modes alike, for art 
historians are equipped to and inclined to 
apply a number of appropriate art historical 
perspectives to art historical problems and 
to integrate the results obtained from their 
methodologies for the sake of offering fresh 
or pioneering, and certainly penetrating, 
interpretations of the work of art or groups 
of works...Methodologically systematic, the 
approach of such investigations may be 
defined as integrative (p. 210). 

Both Klelnbauer and Greer (1987) suggest that by the 

12th grade, students should have enough background in 

applying both intrinsic and extrinsic methodologies to be 

introduced to integrative art history. This paper will 

assume that students do have this background since the 

materials in Chapter 3 are intended to be used for 11th or 

12th grade classes. 



Constructing a Feminist Art History 

"Why Are There No Great Women Artists?" was the 

question framed in a groundbreaking article (Nochlln, 1971) 

that marked the beginning of feminist inquiry in art 

history. This landmark study opened a dialogue and debate 

that typified the nature of the issues raised among early 

feminist writers. The debate over greatness in art 

eventually led to questioning and criticizing the canon of 

art history and its assumptions. This canon presents a view 

of art history as a linear progression of male geniuses 

based on hierarchical distinctions and values still 

contained in art history textbooks today. In the process of 

attempting to answer the question framed in the article, 

Nochlln begins to examine commonly held misconceptions about 

the nature of art which subscribe to 

...the naive idea that art is the direct 
personal expression of individual emotional 
experience, a translation of personal life 
into visual terms. Art is almost never that, 
great art certainly never. The making of art 
involves a self consistent langauge of form, 
more or less dependent upon, or free from, 
given temporally defined conventions, 
schemata, or systems of notation, which have 
to be learned or worked out either through 
teaching, apprenticeship, or a long period 
of individual experimentation, (p. 483). 

By analyzing the role and importance that education has had 

on the training of artists, Nochlin exposes the myths that 

underlie the cult of genius. Innumerable monographs attest 

to the belief that the Great Artist is one endowed with 
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genius, those "atemporal and mysterious powers" which place 

him in an almost god-like position (Nochlin, 1971, p. 488). 

She cites Piaget and others who have stressed in their 

studies that: 

What we choose to call genius — is a 
dynamic activity, rather than a static 
essence, and an activity of a subject in a 
si tuat ion. . . .these abilities or this 
intelligence are built up minutely, step by 
step, from infancy onward, although the 
patterns of adaptation -accommodation may be 
established so early within the subject-
in-an-environment that they may indeed 
appear to be innate to the unsophisticated 
observer (p. 493). 

These studies and Nochlin1 s work contain the same 

implications; that the notion of Individual genius as innate 

and primary to the creation of art be abandoned. This 

particular position aligns closely with DBAE philosophy. 

Like DBAE Nochlin stresses the role of education in the 

acquisition of art skills and knowledge, specifically the 

kind of educational processes that lead to art learning. 

Knowledge of these processes diffuses the mystique of genius 

built up around great artists and art works. 

Nochlin examines the education of women in the arts 

to show how the myths and the educational systems that 

perpetuate them have worked historically against women 

artists. She examines the lack of accessabllity of training 

for women who wanted to become artists in the 19th century, 

19th century attitudes and beliefs about women, and builds a 
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strong case for the devastating effects of institutional

ized sexism. She additionally discusses how the kinds of 

social demands and expectations that are placed on women 

made it almost impossible to devote the time and energy 

necessary for professional art production, even if ways to 

surmount the obstacles could be found — a problem that 

still exists for women today. Even if a woman did manage to 

pursue a career as an artist and achieve some degree of 

success she would still have to..."wrestle with inner demons 

of self-doubt and guilt and outer monsters of ridicule or 

patronizing encouragement, none of which have any specific 

connection with the quality of the art work as such" (p. 

509) . 

By stressing the role of the institutional or public 

conditions, she shifts the focus away from questions of 

individual talent or genius. The problem was not that women 

artists of the past didn't possess genius or talent, it was 

that they lacked accessabillty to training and social 

sanction. Until recently, the majority of women artists, 

except in rare cases, achieved little or no recognition 

during or after their lifetimes. 

Subsequent writings expanded on Nochlin's theories; 

however, some took the article to task because while it 

examined the conditions that limited and suppressed women's 

artistic production, it did not criticize or question the 
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criteria that determined what great art is. Two recent 

articles (Gouma-Peterson & Mathews, 1987; Schaefer, 1986) 

describe the evolution of feminist criticism in the 

discipline of art history that began in the early 1970's, 

and the role that this criticism has been playing in 

revising the canon of the discipline.! Early feminist 

efforts focused on issues of integration (legitimizing women 

within the male establishment) , and asked questions that 

pertained to the nature, evaluation, and status of female 

art production. 

Feminist Approaches to Content 

Questions of Style and Values 

An early area of feminist inquiry was the question 

of whether a female sensibility or aesthetic really existed. 

The overall emphasis when examining artworks by women was on 

celebrating uniqueness, and trying to show essentially that 

women's work was just as great (in its own and different 

way) as men1s. 

Many feminists eventually edged away from exploring 

the issue of specific female sensibility and its 

^•Recent critiques in the discipline at this time 
represent an overlap of postmodernist and feminist thinking. 
These two approaches sometimes share similar ideological 
postures. For more detail on this see an insert, "The 
Exploding Subject of Art History," by Richard Brilliant in 
Schaefer's article, and also extensive discussion in Gouma-
Peterson & Mathews on contemporary feminist, postmodernist 
points of view (p. 335). 
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relationship to evaluative criticism, because they believed 

it was a constructed idea and found this kind of thinking 

too divisive and restrictive. 

More recent writings eschew what they consider 

essentialist questions (biologically determined difference) 

about feminine or masculine qualities because this kind of 

framework invites comparisons and competition. In many 

cases, the ideas simply don't work, especially when trying 

to explain stylistic or individual differences according to 

ideas of what is essentially "masculine" or "feminine." 

Newer approaches shift the question of the evaluation of 

artworks in stylistic or monetary terms to be a position of 

much less importance (Gouma-Peterson & Mathews, 1987). It 

is no longer enough to ask how good or bad the work is and 

why, but, what role does the work play in the society in 

which it was created, and how does it reflect a vision of 

the time differently than do works by male contemporaries? 

According to Schaefer (1986), this involves considering the 

"social, psychological, and political implications of the 

content" (p. 6). 

Questions of Content - Representation 
and Gender Differences 

The most radical historians and critics now approach 

the question of differences in a new light. The motivation 

behind the shift explains Eisenstein (cited in Gouma-
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Peterson & Mathews, 1987), "has been not to 'minimize 

difference' but 'to assert its Importance as a crucial focus 

of study"1 (p. 346). 

Feminist art historians and critics exploring the 

nature of female creativity have moved from a consideration 

of female sensibility to questions of representation and 

gender difference. Gouma-Peterson and Mathews explain the 

reason for this kind of reviewing: 

Those Postmodernist artists and writers 
believe that representation is at the very 
root of the difference between male and 
female in our society. Both feminists and 
postmodern cultural philosophers understand 
representation not as a nemesis of some 
ultimate reality, but rather as a way of 
reflecting the culture's vision of itself. 
Representation thus legitimizes culture's 
dominant ideology, and is therefore 
inevitably politically motivated. It 
constructs difference through a re
presentation of preconditioned concepts 
about gender that inform all our 
institutions and that are at the very 
foundation of our ideology and system of 
beliefs (p. 335). 

Some contemporary feminist and post-modernist art 

historians feel that the traditional methodologies and 

underlying assumptions don't provide a structure that allows 

for a true understanding or evaluation of women's art work 

or the position these works have been assigned (or not 

assigned) in history. An increasing number of art historians 

are using a decons truetive approach which aims at 

understanding and exposing the ideological underpinnings 
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that support female repression. Studying the construction of 

gender and its interaction with artistic production, 

representation, interpretation, and evaluation, provides a 

framework for a deconstructive methodological approach. 

Two English historians, Parker and Pollack, explain 

why feminist's task is not simply to legitimize women within 

the male establishment: 

Women's exclusion from the academics did not 
only mean reduced access to exhibition, 
professional status and recognition. It 
signified their exclusion from power to 
participate in and determine differently the 
production of the languages of art, the 
meanings, ideologies, and views of the world 
and social relations of the dominant culture 
(cited in Gouma-Peterson & Mathews, 1987, p. 
352) . 

Women as.Artists 

Examining Extrinsic Factors 

It seems important at this point to discuss the work 

of Pollack, an English feminist historian whose methodology 

goes beyond deconstructing the discipline and rejecting 

evaluative criticism. She suggests a methodology that 

explains women's art works as more than just a product of 

their femininity or a reflection of the constructed female. 

Pollack, (quoted in Gouma-Peterson & Mathews, p. 355) 

suggests a methodology that would "concentrate instead on 

historical forms of explanation of women's artistic 

production." She argues that examining the interactions of 
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many factors in an artist's particular life and times 

(social beliefs, gender, class, myths defining artists, 

myths creating women, etc.) will contribute to a better 

understanding about the lives of individual artists, and 

help explain why women as a group found more success at 

certain times and places in history than other. Women's art 

is 

determined by the diverse ways in which they 
negotiate their specific situations as women 
and as artists at a given historical moment. 
In many cases they have struggled against 
the given definitions and ideologies.. .At 
other times they have worked within genres 
or forms which have been collusive with 
dominant ideologies (Pollack, 1983, p. 40). 

This is an important point because it explores not only the 

limitations imposed on women by the condition of femininity, 

but the ways in which they "negotiate and refashion that 

position" (Gouma-Peterson and Mathews, 1987, p. 356). 

Collins and Sandell (1984) also discuss this kind of 

examination. They affirm the importance of studying the 

conditions for and obstacles to women's participation, 

achievement, and recognition in the mainstream art world. 

The following guidelines for this kind of inquiry are taken 

from chapter five of their book. 

A. General encouragements and discouragements 

1. Attitudes of the particular period studied about 

women and art, and the relationship of the two 
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2. The role of the family, particularly father's 

attitudes 

3. Precocity 

4. Women who may have influenced or helped the 

artist - feminist influences 

5. Art educational opportunities - available 

schooling - attitudes of art academies toward 

women. Example: Women had difficulty learning 

anatomy from the early to mid 19th century 

because they were forbidden to draw from live 

models. 

B. Starting a career 

1. Establishing credibility 

2. Personality 

3. Male mentors 

4. Areas of specialization 

C. Developing a career 

1. Economics 

a. early patronage 

b. accessabi1ity to galleries, grants, 

commissions 

2. Marriage - opportunities and problems 

D. Recognition 

1. Fleeting fame 
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2. Overshadowing by more famous males, or 

attribution of women's work to male artists 

E. Rediscovery 

1. positive and negative effects 

The third chapter of this study will use the 

integrative model for art historical inquiry (as defined by 

Kleinbauer). Chapter three will use content and methodolog

ical conceptual categories outlined by Kleinbauer as a 

starting point. Feminist ideas about content and inquiry 

that have been discussed in this chapter will then be 

incorporated into these categories to develop art historical 

materials that will answer requirements of both discipline 

based and feminist curricula. 

While acknowledging that there are differences 

between traditional and feminist approaches, it is opinion 

of this thesis that enough compatibility exists, and this 

study will attempt to extract those concepts and 

methodologies that seem the most valuable and amenable to 

this kind of synthesis. 

This synthesized model will be applied to an 

examination of the lives and works of a group of nineteenth 

century women sculptors who achieved a good deal of success 

in their day. Perhaps this kind of examination will help to 

answer questions about why these particular women, at this 

time, were able to achieve the successes that they did. It 
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will provide a framework for a deeper understanding of their 

imagery, and help to explain the asymmetry of intention and 

meaning found when examining works by these women sculptors 

and their male contemporaries. It will also provide insight 

into the different circumstances that surrounded these women 

artists' lives and affected their production. 
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CHAPTER III 

ART HISTORICAL INSTRUCTIONAL MATERIALS—19TH 
CENTURY AMERICAN WOMEN SCULPTORS 

Nineteenth Century Sculpture - General Background 

American sculptors began to go to Italy to study, 

work and live in the early 1800"s. This was a response to a 

growing interest and demand on the part of Americans for 

statuary. Between 1825, when the first sculptor Horatio 

Greenough made his way abroad, and 1876, nearly a hundred 

sculptors of marble and clay flourished. According to Thorp 

( 1965), very little attention has been paid to this 

interesting cultural phenomenon, and only the barest facts 

have been recorded about the group called the "literary 

sculptors." The reason for this, she states, is because the 

successors of the literary sculptors did not realize how 

much they owed to them and paid little attention to them. 

Until recent years twentieth century America 

generally disdained or ignored the work of the literary 

sculptors. These men and women worked mainly in the 

neoclassical style and derived the subjects of their works 

from classical myths, legends, and historical events that 

were recorded in the prose and poetry of their time. This 

disdain is not surprising considering the general character 

of twentieth century art. Artists of this century are highly 
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concerned with originality, innovation, breaking away from 

constricting forms and styles, and experimenting with more 

plastic ideas. Modern sculptors have experimented widely 

with new forms such as abstraction, new materials, and new 

treatments of materials, to totally different purposes than 

their nineteenth century predecessors. 

Both Gerdts (1972) and Thorp (1965) cite the 

important contributions of the neoclassical sculptors, of 

whom an impressively large number were women. Their many 

contributions included: public recognition of the value of 

statuary in public parks, as well as in interior settings, 

museums, galleries, public buildings, churches, and homes. 

They produced much of the official statuary of the middle of 

the century, including many works for our national Capitol 

and for state capitols and buildings. Their works are 

considered good representations of the ideals of the period. 

These artists were the first group of 
Americans to produce a very sizeable body of 
sculpture, not as an occasional individual 
expressions, but as significant manifesta
tion of both professional competence, and a 
meaningful understandable aesthetic 
philosophy. They were also the first group 
of American artists to gain international 
recognition and even fame (Gerdts, 1972, 
Introduction). 

America'8 sculpture was recognized earlier in the 

century than its paintings. As a result of these sculptors' 

pioneering efforts, public attitudes about nude sculpture 

changed drastically from being seen as obscene to being 
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acceptable and beautiful. These sculptors were also 

responsible for raising the consciousness of the public 

about the "special kind of life and environment an artist 

needs to do their best work" (Thorp, 1965). This came about 

partially as a result of their studios being frequented 

regularly by many visitors to Rome. Guidebooks with their 

addresses, and descriptions of their latest works were 

readily available for sightseers and prospective patrons. 

Well known writers, like Nathaniel Hawthorne, modeled 

characters after these artists, and the works of these 

writers went home to America to be read. 

American ideas about art were changing in the years 

prior to the Civil War. Art came to be regarded as a moral 

force in people's lives; it was a time of high Idealism. 

Apparently patriotism was a primary motivating force for 

these sculptors who wanted to contribute to the moral 

character of their country. They believed strongly in the 

power of education and felt that their sculptures had an 

educational mission, that they would arouse in people 

sympathy for those values which were most desirable. 

Sculptures with names such as Truth, Fortitude, Diligence, 

and Temperance were common and clearly reflected pre-Civil 

War idealism, values, and beliefs. 

There is some question about why these sculptors 

adapted the neoclassical style. The reasons for them turning 
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to Greek sculpture and Its representation of the "ideal" 

image were varied. Some of the reasons were ideological, 

others purely practical. Several studies (Proske, 1975, 

Thorp, 1965, Whitney Museum, 1976) cite the lack of 

available education for a sculptor in America at this time. 

If you wanted to learn sculpture you simply had to go to 

Europe. 

Antonio Canova, a renowned sculptor in his day, 

practiced in Rome from the late 1700's through the early 

1800's. Canova1s style (which was neoclassical) came to 

dominate the sculptural art of Europe by the early 1800's. 

It was believed at this time that sculpture should closely 

resemble the statues of the ancient Greeks, and should 

reflect their particular kind of beauty, nobility, serenity, 

and repose. An additional requirement was that statues had 

to be made of white marble, and should illustrate a 

classical myth or story. These requirements were apparently 

accepted unquestionably by all the contemporary sculptures 

of Europe. The American sculptor in Rome in the 1830's and 

18401s became of necessity a neoclassist (Thorp. 1965). 

American sculptors flocked to Rome because of the 

availability of training, of white marble from the quarries 

of Italy (unavailable at home), and the help of trained 

workmen who carved the marble after the sculptor did the 

initial models in clay. The expenses involved in the art of 
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making sculpture (which were many), and in securing living 

and studio arrangements, were considerably less in Rome than 

in America. Many of the Greek sculptures which were highly 

admired were available here for these artists to study. 

Italy was home to a long artistic tradition; collections of 

sculptures from antiquity onward were housed in the Vatican 

galleries and other galleries all over Rome and Florence. 

The social environment was generally much more conducive to 

an artist's development; their particular characters and 

eccentricities were more acceptable in Europe, than at home. 

This was particularly true for the women artists who 

traveled to Rome, and many found attitudes about women in 

Europe a welcome change from those in America, despite the 

fact that they were nonetheless still scrutinized. Harriet 

Hosmer, the first woman sculptor to travel to Rome, and the 

most famous of the women sculptors of Rome wrote home: "What 

a country is mine for women! Here every woman has a chance 

if she is bold enough to avail herself of it; and I am proud 

of every woman who is bold enough" (quoted in Parker & 

Pollack, 1981, p. 100). Proske (1975) also comments: 

"American women proved bolder than Europeans in embarking on 

careers in sculpture, a field usually preempted by men 

because of the physical labor involved" (p. 9). 

The works of these artists were often sent back to 

America, and despite the fact that the style was at first 
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unfamiliar to Americans, the works were ultimately received 

well. Beliefs about art were changing, and these works were 

in much demand as middle and upper class Americans 

cultivated a taste for the neoclassical style and its 

underlying messages. 

Classical mythology became a popular subject in the 

parlors and salons of the (mid nineteenth century) middle 

and upper classes. Many commissions for public monuments and 

statuary eventually came from America. 

Neoclassicism was the dominant aesthetic in sculp

ture for nearly 50 years. It wasn't until the late 1870's 

and the Philadelphia Centennial Exhibition that American 

literary sculpture drew to a close. America by then had lost 

a lot of the idealism that had buoyed it up in the pre Civil 

War years. The war had exposed the horrors of racism, 

slavery, and inequality. Abolitionism and Feminism had 

become visible forces which were changing the face of the 

nation. Artists and their public were becoming increasingly 

interested in realism, and in American subjects. France was 

becoming the new center for training in sculpture, and 

artists such as Saint-Gaudens were bringing work and ideas 

both to America which reflected these entirely new 

directions. 
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Women as Artists In the Nineteenth Century 

In the early nineteenth century, as the American 

middle class grew to become the dominate social class, women 

were increasingly locked into family life. The perfectly 

domestic woman was the ideal. The prevailing and popular 

theories about women stemmed from ideas about women's 

biological destiny. Women's biology, it was believed, should 

dictate her proper roles in life, bearing and raising 

children, caring for the home and a husband. Women of the 

upwardly mobile middle classes were also expected to be the 

moral caretakers of society, to be civilizers, and 

beautifiers, and to generally have an orderly influence on 

society. So it would naturally follow that if a woman chose 

to pursue a career as an artist, her artwork should reflect 

her domesticity, her virtue, and purity. Parker and Pollack 

(1981) points out how these moral and familial expectations 

coupled with institutional restraints were in profound 

contradiction with the identity and expectations of an 

artist. Stankiewicz (1982) cites the views of William 

Hosmer, an early American editor and writer, on the 

relationship between women and art. Hosmer believed, like 

others of his time, 

that women should be discouraged from 
studying the arts because both women and art 
had emotional sensuous tendencies... In his 
analysis of the artist in American society 
between 1790 and 1860, Hosmer argues that 
prior to 1830 most Americans feared art for 
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Its luxury, sensuous pleasure, and taint of 
corrupt manners (p. 49). 

Parker and Pollack also affirm these common beliefs: 

"'artist' became increasingly associated with everything 

that was anti-domestic, outsiderness, anti-social behavior, 

isolation from other men, disorder, and the sublime forces 

of untamed nature" (p. 99). Those contradictions between 

beliefs about the nature of the artist and the nature of 

women, made it almost impossible for American women in the 

early 1800's to seriously pursue artistic training, or a 

career as an artist. 

American ideas about art gradually changed in the 

years prior to the Civil War, as religion came to the 

support of art. "Art came to be regarded as a moral force 

and a means to embody universal truths" (Stankiewicz, 1982, 

p. 49). "Art was then an instrument of unification, 

reconciliation, education, and control" (Harris, as cited by 

Stankiewicz, p. 50). 

It was at this time that neoclassical sculpture and 

classical mythology became popular in America amongst the 

middle and upper classes. Mythologies about artists were 

changing. After the middle of the century artists came to be 

regarded as morally and Intellectually superior, close to 

God, in fact, almost godly themselves. 

But these changes were not in evidence when the 

first women sculptors departed for Rome. It's necessary at 
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this point to back up and discuss the period between 1830 

and 1850 to understand how the attitudes of this earlier 

time came to directly affect America's first women 

sculptors, and how the evolution of these attitudes even

tually interacted with their careers and successes. 

American neoclassical women sculptors came to enjoy 

a degree of success and recognition, as individuals in some 

cases, and particularly as a group, that has rarely if ever 

been repeated since their time. It is of particular interest 

to this study to analyze the circumstances that surrounded 

their artistic careers to understand why this was possible. 

It is also of importance not to oversimplify their successes 

or make light of the very real obstacles that they had to 

overcome in their daily lives, which differentiated them 

from their male contemporaries. These women had to negotiate 

their careers in some of the same, yet sometimes very 

different ways that their male peers. They had to negotiate 

particular circumstances which were directly related to 

gender constraints and expectations. 

This group of American women turned their backs on 

their native land, on the possibilities of marriage and 

family and went to Rome to study sculpture. Henry James 

described this group of expatriate American women as a 

"White Marmorean flock" that came to descend on the Roman 

hills (Thorp, 1965). In Rome they were able to escape to 
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some extent the constraints that were imposed on women in 

America. Various sources (Ellet, 1859; Parker & Pollack, 

1981; Thorp, 1979) describe their relatively free and 

independent life styles; they were able to walk unaccom

panied through the streets of Rome, go out to cafes, ride 

horseback in the countryside. Pollack points out though that 

they did not escape censure: 

Nonetheless, even so limited a move toward 
independence enjoyed so freely by the male 
artists in the city, not only drew censure 
from respectable matrons in Roman society, 
but also led the chief of police to issue an 
official warning" (p. 101). 

The actions of these women were carefully scru

tinized and could cause gossip. Sometimes friends had to 

come to their defense. What generally saved these women was 

their unchallengeable moral character. Writer friends, such 

as the Brownings and Hawthorne, would come to their defense 

and usually testified to their purity, referring to the fact 

that they were celibate. In fact, all of the women sculptors 

of Rome remained unmarried, except one, Vinnie Ream. In some 

sense marriage was hardly a choice for them, because in 

choosing an artistic career they had stepped out of the 

domestic sphere, which placed them outside of the range of 

proper and marriageable women. There particular constraints 

did not affect the male artists around them in the same 

ways. 
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Marriage did not present the same restrictions for a 

male artist, in fact, it might bring many benefits, and even 

if a man was not to marry, he was hardly expected to spend 

his entire life being celibate. Germaine Greer (1979) 

comments on this: 

One of the characteristics which women were 
expected to bring to their art was purity. 
The nineteenth century art lover did not, as 
earlier patrons had done, appreciate 
bohemianism and loose manners even in male 
artists, although many of the giants of 
academic art made covert advances to the 
repressed erotic desires of the public. 
(p. 319). 

Some Extrinsic Factors - Guidelines for Examination 

As we study these women an overall picture of these 

different influences starts to fall into place. Often 

factors that worked in their favor could and did also work 

against them, although in the final analysis the scale seems 

to have tipped more in their favor (in their own time). 

Using the structure outlined on pages 30-32 as a guide for 

examining the conditions for and obstacles to these artists' 

success reveals the following facts and ideas: 

A. General Encouragements and Discouragements 

1. General attitudes of the period about 

women and art and the relationship of the two. By 

the time that these women were practicing sculptors, 

American ideas about the nature of art and artists, 
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if not about women, had changed. The neoclassical 

style in its role as a moralizing and educational 

force aligned itself fairly well with the role 

expectations of women. A woman was not supposed to 

be an artist, but at least if she did it could be in 

an educational capacity, and her message could 

benefit humanity. These women worked within the 

dominant genre; in this case it worked in their 

favor. 

2. The role of the family, particularly 

father*8 attitudes. Generally speaking, these women 

all had early support from a male family member, be 

it father or older brother. 

3 Precocity. In most cases these women all 

showed very early sings of artistic ability, even 

precocity, and all showed a strong determination to 

pursue careers as sculptors. 

4. Feminist influences. Harriet Hosmer was 

greatly encouraged by women, especially Charlotte 

Cushman, who persuaded her to go to Rome. In Rome, 

Cushman also greatly aided the other women who 

followed Hosmer. Hosmer herself showed concern 

throughout her life for other women, and her works 

reflect her consciousness of women's social posi

tion. 
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5. Art education opportunities. Because 

these women were all of the middle or upper class 

(except Lewis and Ream), they were financially 

able to travel to Europe to study. Study in America 

at the time was basically non existent for men or 

women who wanted to become sculptors. 

B. Starting a Career 

1 . Establishing credibility and male 

mentors. They all had the support and admiration of 

male teachers, and mentors. They also had the 

support of well known men and women of their time, 

including many literary people and members of the 

aristocracy. 

2. Personality. Many of these women were 

described as charming personalities. They were 

anomalies, curiosities. This could work for them, 

when it drew much attention to them. This was true 

in the case of Edmonia Lewis who was the only black 

woman sculptor in Rome, but Lewis was not 

particularly pleased that attention was drawn to her 

because she was seen as exotic. Another way this 

attention could work against them was that they were 

scrutinized and sometimes became the targets of 

gossip; they were accused of being unwomanlike, etc. 
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3. Areas of specialization. Sculpture was a 

medium well suited to women, although public 

misunderstanding of the processes made this seem at 

first glance a contradiction. All of the artists, 

both male and female worked on small to life size 

scale models, and then turned the work over to 

trained artisans to carve in monumental scale. 

C. Developing a career-access to galleries, grants, 

commissions 

1. Early patronage. These women artists had 

enough patronage throughout their lives to ensure 

their survival. They received enough public and 

private commissions to make a living, and become 

well known in Europe and America. 

Part of the reason for this may have been a growing 

demand and appreciation for statuary on the part of 

Americans, and the fact that there were essentially 

no sculptors at home. Their literary acquaintances 

helped them greatly since much American conscious

ness about art was derived from reading (Stankewicz, 

1982, p. SO). 

2. Marriage. The fact that these women 

didn1t marry was an advantage in some ways. In other 

ways, it denied them some possible support and 

pleasures. Hosmer speaks of each of her sculptures 
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as one of her children, having given up marriage as 

a life possibility. Vinnie Ream married but gave up 

her career for the majority of her life, at her hus

band's insistence and only returned to sculpture 

very late in life. 

D. Recognition 

1. Fleeting fame. These women were 

generally recognized and achieved a good deal of 

success and fame in their lifetimes. They were seen 

as extremely competent professionals and much 

admired, particularly in America. Despite this, 

their works were sometimes credited to their 

teachers or another male artist. Their fame was 

fleeting. This was true for all of the women 

sculptors except Hosmer, who was the most famous but 

still gets rarely mentioned in contemporary standard 

art history texts. 

E. Rediscovery 

These women have been rediscovered in recent years 

with the emergence of the second wave of feminism. 

Rediscovery is important and brings attention to 

their works, the fact that their works were ignored 

for years, and the implications of this omission. 

Nonetheless, rediscovery brings problems too. A 

recent debate about the new National Museum of 



Women's Art brings up questions about ghettoization 

(Day, 1986). Most women artists do not want to be 

seen separately as "women artists," but want to be 

seen with male artists as an integral part of our 

art historical tradition. 

Sample Introductory Lesson 

Objective: To raise students awareness of the existence of 

the women sculptors and some particular problems 

they faced as a result of gender discrimination. 

Art Historical Concepts: Attribution, provenance, artistic 

biography. 

Slide 1. Vinnie Ream 

Abraham Lincoln, 1871. Marble. (Rubenstein, 1982; 

p. 84). Statuary Hall, Capitol Building, Washington, 

D.C. After the assassination of President Lincoln, 

Congress decided to commission a commemorative 

sculpture of him for the nation's Capitol. Eighteen 

year old Vinnie Ream's model was chosen. This caused 

a storm of controversy because the artist was young, 

thought too inexperienced, and female. When the 

statue was unveiled two years later, it was a huge 

success and Ream became a national hero. Today this 

statue stands in the Capitol building, and few 

people realize that the artist was a woman (for more 
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details see biographical naterlal on Vlnnle Ream see 

page 62 of this thesis). 

Slide 2. Harriet Hosmer 

•Zenobia, 1859, Marble (Gerdts, 1972, catalogue 

cover). 

Wadsworth, Atheneum, Hartford, Conn. 

This sculpture was Hosmer's depiction of Zenobia, 

the third century A.D.Queen of Palmyra. Zenobia 

conquered Egypt and much of Asia Minor before she 

was captured by the Roman Emperor, Aurelian. This 

sculpture shows Zenobia, defeated, and in chains 

being led through the streets of Rome. Hosmer1s 

intention was to show the queen, still noble and 

walking in pride despite her captivity. This 

sculpture, considered Hosmer's masterpiece, was 

highly acclaimed; in the U.S. huge crows flocked to 

see it and one Boston observer noted that "no single 

work of art ever attracted so much attention here" 

(Waller, 1983, p. 26). For two years rumors 

circulated about the work. It was said that Zenobia 

was really done by John Gibson, a renowned English 

sculptor who was Hosmer's teacher. Hosmer had no 

doubt that she was being harassed because of her 

sex. Ultimately she sued the London newspaper that 



had made the accusations for libel. The publishers 

eventually retracted thair statements, but in the 

meantime Hosmer had spent a great deal of time, 

suffering from the repercussions (for more detail on 

Harriet Hosmer see biographical material on page 53 

of this thesis. 

Slide 3. Anne Whitney 

•Charles Sumner, 1902. Bronze. 

Cambridge Common, Boston, Mass. 

When the city of Boston decided to erect a memorial 

statue of Charles Sumner, Anne Whitney entered the 

competition anonymously. Whitney's model was chosen 

unanimously, but when the jury learned the artist 

was a woman, they retracted their decision and gave 

the commission to Thomas Ball. A colossal bronze 

from her original model was finally erected in 1902, 

twenty seven years after this incident, and today 

stands in Harvard Square (for more information on 

Anne Whitney see page 63 of this thesis). 

Suggested Discussion - Art History. 

Because women artists and their works have been 

omitted from standard art history texts, students are 

generally unaware of their existence and contributions. 
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Teachers might want to discuss the implications of these 

omissions with students. (Were there no women artists who 

were great or even good?), and introduce students to some 

general background and information on conditions for women 

artists in the nineteenth century (see materials on 

pages 40-44 of this study, review of Nochlin pages 23-26 and 

quote from Pollack page 29). 

Related Discussions. 

Art Criticism - Aesthetic Scanning 

Compare Ream's 1871 sculpture of Abraham Lincoln to 

Horatio Greenough's George Washington, 1841 and 

Augustus St. Gauden's Standing Lincoln. 1886. 

Discuss the features that differentiate Greenough's 

strict neoclassical style from Ream's much greater 

emphasis on naturalism. 

Ream's naturalistic treatment of her subject more 

closely resembles the St. Gauden's, done 15 years 

after her work. Teachers may want to discuss the 

different expressive qualities and content suggested 

by each artist's treatment of their subject. 

Aesthetics 

What are the criteria for determining what great art 

really is? What kinds of values motivate these 

choices? Do they depend on definitions of quality, 
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and if so, how is quality determined? Is innovation 

a criteria for great art7 

Many critics in our time place high value on innovation. 

Ream's Abraham Lincoln represented an innovation for her 

time, a shift to naturalism which was a harbinger of new 

directions that sculpture would take in subsequent years. 

In the light of this, discuss whether Ream's Lincoln should 

be considered a great work of art. 

Instructional Materials-Artistic Biographies 

Harriet Goodhue Hosmer (1830-1908) 

The most famous of the women sculptors who traveled 

to Rome was Harriet Hosmer. Hosmer's life was unconventional 

from the start, particularly for a young woman growing up in 

the early nineteenth century. Her father was a physician and 

encouraged her to lead a very active outdoor life. Harriet's 

health was a primary concern to her father because he had 

lost both his wife and Harriet's older sister to a fatal 

disease. Dr. Hosmer insisted that Harriet get regular 

vigorous exercise in the hope that this kind of regimen 

would strengthen her constitution. He gave her a horse, a 

dog, a gun, and a boat, and she spent her childhood hunting, 

rowing, and playing on the Charles River in Watertown, Mass. 

Harriet developed an interest in modeling clay at 

this time, and could sometimes be found in a clay pit by the 

river near her father's home attempting to model human and 
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animal figures. Her next door neighbors were the feminist 

writer Lydia Marie Child, and her brother. Through Child, 

she was exposed to prominent literary people, the Transcen-

dentalists, Ralph Waldo Emerson, Louisa May Alcott, 

Nathaniel Hawthorne, and Margaret Fuller. These people 

believed that women, as well as men, should follow their 

inner "promptings,"; and should have the freedom to learn 

and do as much as they were able, in any field of endeavor. 

These beliefs were reinforced throughout Hosmer's life and 

sustained her in the face of some very difficult 

experiences. At sixteen, on the suggestion of Lydia Marie 

Child, Harriet Hosmer was sent to boarding school where she 

met Fannie Kemble, an English actress who also believed 

strongly in every woman's right to express her own talent. 

Encouraged by Kemble, she returned home determined to be an 

artist. Studying anatomy was essential for a sculptor at 

that time but because of her gender Harriet could not gain 

entry into a medical school in the Boston area. With the 

help of Dr. Wayman Crow, the father of her closest friend at 

boarding school, she was able to study anatomy in St. Louis. 

Dr. Crow also gave Hosmer her first commission and remained 

a patron, very close friend and correspondent throughout her 

life. His daughter, Cornelia Crow Carr, later assembled and 

edited Harriet Hosmer's letters and memories. When Hosmer 

returned home from St. Louis, she convinced her father to 
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accompany her to Rome, to study sculpture. Reticent at 

first, he finally allowed her to go because Charlotte 

Cushman offered to sponsor Harriet and live with her in 

Rome. Cushman (who Hosmer met through Lydia Marie Child) 

was a celebrated stage actress who was about to move to Rome 

to retire. She accompanied Hosmer to Rome, and once there 

convinced John Gibson, the most famous sculptor in Rome, to 

take Harriet as a pupil. Gibson had never taken a pupil 

before, but he was impressed enough with Hosmer's work to 

agree to teach her. Under his tutelage Hosmer adopted the 

neoclassical "ideal" for her works. 

Harriet Hosmer never married because she believed it 

was incompatible with being an artist. In her letter to 

Wayman Crow she states: 

Even if so inclined, an artist has no 
business to marry. For a man it may be well 
enough, but for a woman, on whom matrimonial 
duties and cares weigh more heavily, it is a 
moral wrong 1 think for she must either 
neglect her profession or her family, 
becoming neither a good wife and mother, nor 
a good artist. My ambition is to become the 
latter so I wage eternal feud with the 
consolidating knot. (Carr, 1913, p. 35). 

Hosmer was a determined and hard worker, and her 

sculptures were well received in Europe and America, 

especially in America where people were extremely impressed 

that such work was done by a woman. 

Hosmer was well liked by many and her close friends 

included Elizabeth and Robert Browning, and many members of 
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Europe's aristocracy. The Prince of Wales was the first to 

purchase "Puck" which became her most popular piece, 

eventually selling thirty copies and bringing enough money 

($30,000) to secure her financial independence. Hosmer was 

an advocate of women's rights all of her life. She was the 

first woman sculptor in Rome and paved the way of the women 

who soon followed. She was often the target of skeptical or 

jealous minds, but her determination, optimism, and courage 

kept her going in face of adversity. She wrote in a letter 

to Phoebe Hanaford in 1868: "1 honor every woman who has 

strength enough to step outside the beaten path when she 

feels that her walk lies in another; strength enough to 

stand up to be laughed at, if necessary" (Faxon, 1981, 

p. 29) . 

Many of Hosmer's works reflect her concern with the 

position of women in the nineteenth century. The subjects of 

her works often represent themes of female dependence, 

deprivation, captivity, death and majesty (Faxon, 1981). 

Sources of Visual Materials on Harriet Hosmer 

Photographs 

Harriet Hosmer Photogravure n.d. (frontispiece in Carr, 

1913) . 

Harriet Hosmer at work on Thomas Benton - photograph n.d. 

(Carr, 1913, p. 181). 
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Harriet Hosmer and her workmen - photograph n.d. (Carr, 

1913, p. 251). 

Selected Works 

Medusa, 1854. Marble, (in Gerdts, 1972, frontispiece to 

catalogue). 

Puck on a Toadstool, 1856. Marble. (Fine, 1978, p. 109). 

•Beatrice Cenci, 1857. Marble. (Thorp. 1965, plate 8). 
Slide also available from 
American Women Artists: The 
Nineteenth Century by Karen 
Petersen, New York: Harper 
and Row, 1979. 

The Clasped Hands of Mr. and Mrs. Browning, 1953. Bronze. 
(Carr, 1913, p. 92). 

Thomas Benton, 1868. Bronze. (Carr, 1913, p. 260). 

*Zenobia, 1859. Marble. (Gerdts, 1972, catalogue cover, on 
Fine, 1978, p. 110). Slide also 
available from Historical Survey, 
1975. New York: Harper & Row. 

Suggested Readings on Hosmer 

Carr, C. (1913). Harriet Hosmer: Letters and Memories. 

London: John Lane the Bodley Head. 
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Ellet, Mrs. E.F. (1859). Women artists in all ages and 

countries. London: Richard Bentley, New Burlington 

Street. 

Faxon, A. (1981). Images of women in the sculpture of 

Harriet Hosmer. Women's Art Journal, 2 (1), 25-29. 

Fine, E.H. (1978). Women and art. Montclair/London: 

Allenheld & Schram/Prior. 

Gerdts, W. (1972). The white marmorean flock; Nineteenth 

century American women neoclassical sculptors. 

Poughkeepsie: Vassar College Art Gallery. 

Leach, J. (1976). Harriet Hosmer: Feminist in bronze and 

marble. Feminist Art Journal. 5(2), 9-13, 44. 

Parker, R., & Pollock, G. (1981). Old mistresses: Women, art 

and ideology. London: Rutledge & Kegan Paul. 

Roos, J.M. (1983). Another look at Henry James and the 

white marmorean flock. Women's Art Journal. 4(1), 

29-34. 

Thorp, M. (1965). The literary sculptors. Durham: Duke 

University Press. 

Waller, S. (1983). The artist, the writer, and the queen: 

Hosmer, Jameson, and Zenobia. Women's Art Journal, 

4(1), 21-28. 

Bdmonla Lewis (1830 - ?) 

Edmonia Lewis was born of mixed black and Indian 

parentage. Her parents both died before she was five years 
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old and she was raised by her mother's people who were 

Chippewa Indians. Like Hosmer, she spent her earliest years 

in the outdoors, swimming, fishing, and learning the 

traditional crafts of her people. With the encouragement and 

assistance of an older brother, and abolitionist friends, 

she eventually left the Chippewas and went to Oberlin 

College (Fine, 1978). After she left Oberlin, with her 

brother's assistance again, she moved to Boston. In Boston, 

Lewis had the opportunity of viewing a life size statue of 

Benjamin Franklin. This was her first experience with this 

kind of statuary and she was extremely moved by what she 

saw. While Lewis was in Boston, she met the well known 

abolitionist, William Lloyd Garrison, who in turn introduced 

her to a portrait sculptor, Edward Brackett. Brackett gave 

her some assistance by loaning her some fragments of 

sculptures to copy. 

Lewis made a very successful portrait bust of 

Colonel Robert Gould Shaw which was exhibited at a soldier's 

relief fair in Boston. The .piece was highly successful, and 

sales from plaster replicas earned her enough money to go to 

Rome. Her Boston friends gave her a letter of introduction 

to Harriet Hosmer, and she was welcomed into the circle of 

women sculptors in Rome. 

Edmonia Lewis established a studio in Rome during 

the Winter of 1865 - 1866 and began carving in marble. 
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Although most of the sculptors In Italy at that time hired 

skilled artisans to do their carving, Lewis carved many of 

her own sculptures because she feared that her sculptures 

would not be considered original unless she executed them 

herself. Lewis employed many unconventional methods for 

selling her work. Unlike other sculptors, she made marble 

statues before receiving commissions and sent them to 

prospective patrons in the hopes that they would raise the 

funds to pay for the work (Hartigan 1985). Adept at 

imitation, Lewis made copies of classical statues which she 

sold to the art-buying public who frequented the artists' 

studios in Rome. Some accused her of opportunistically using 

her heritage to gain work by playing on people's sympathies. 

Hartigan sees her in a sympathetic light as a minority woman 

who was well aware of the racial and sexual barriers 

confronting her. She describes Lewis as a "strong and 

independent woman who struggled tenaciously to gain accep

tance from the white community without sacrificing her 

identity" (p. 91). 

Lewis was unconventional in other ways. She was 

willing to experiment with different kinds of sculptural 

forms. Some of her sculptures are based on groups of 

figures, rather than the solitary figure that typified the 

neoclassical style. Lewis' choice of imagery and her source 

of ideas were taken from her mixed heritage; she began to 
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sculpt black, and Indian figures and to call attention to 

human rights issues, issues that distinguished her from many 

early black artists. Her work was of a more naturalistic 

style than most of her contemporaries, and showed a more 

emotional approach. For some critics, who were tiring of the 

neoclassical style, Lewis's work represented an innovative 

and fresh approach; her style distinguished itself from the 

strict neoclassical style. The work held the promise of a 

meaningful change and was in fact a harbinger of the new 

directions that sculpture would take in the coming years. 

Lewis received her last commission in 1883 and was reported

ly last seen in Rome in 1911. Not too much is known of her 

later years. She seems to have disappeared; although she was 

almost as well known as Hosmer, her last years were sparing

ly documented and the year and place of her death are 

unknown. 

Sources of Visual Materials on Edmonia Lewis 

Photographs 

Edmonia Lewis - photograph n.d. (Thorp, 1965, plate 19). 

Edmonia Lewis, Chicago - photograph 1870. Courtesy of Boston 

Atheneum. (Hartigan, 1987, p. 86). 

Selected Works 

•Forever Free, 1867. Marble. (Fine, 1978, p. 112) Slide 
available from Petersen, op. cit. 
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*Hagar, 1875. Marble. (Rubinstein, 1982, p. 81). Slide 
available from Historical Survey 1975. 
New York: Harper fit Row. 

Old Indian Arrow Maker, 1872. Marble. (Fine, 1978, p. 112). 

Hiawatha, 1868. Marble. (Gerdts, 1972, Cat. No. 24). 

Poor Cupid, 1876. Marble. (Gerdts, 1972, Cat. No. 27). 

Suggested Readings on Lewis 

Fine, E.H. ( 1978). Women and art. Montclair/London: 

Allenheld & Schram Prior. 

Gerdts, W. (1982). The white marmorean flock: Nineteenth 

century American women neoclassical sculptors. 

Poughkeepsie: Vassar College Art Gallery. 

Hartigan, L.R. (1985). Sharing traditions: Five black 

artists in nineteenth century America. Washington, 

D.C. : National Museum of American Art. Smithsonian 

Institution Press. 

Rubinstein, C. ( 1982). American women artists from early 

Indian times to the present. Boston: G.K. Hall & Co. 

Thorp, M. (1965). The literary sculptors. Durham: Duke 

University Press. 

Vinnie Ream (1847-1914) 

The first woman commissioned by the U.S. government 

to make a sculpture was eighteen year old Vinnie Ream. This 
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was an especially important commission because it was for a 

figure to commemorate Abraham Lincoln. The figure, when 

finished, would stand in the Statuary Hall of the United 

States Capitol. 

Vinnie Ream grew up in a frontier town in Wisconsin, 

and studied at a state academy that admitted girls. By age 

eleven, she was considered proficient in both music and art 

and some of her poems were set to music (Lemp 1986). Her 

family moved to Washington D.C. when she was quite young. 

Because her father had been forced to retire early due to 

illness, she and her sister took jobs for the U.S. Postal 

System which had recently opened its doors to women The 

family took in boarders to supplement its income. She met 

Senator James Rollins at this time. Rollins was a family 

friend and was interested in helping young artists 

financially. Through Rollins, Ream met Clark Mills, a well 

known artist who was working on a bust of Rollins. When Mill 

heard that Ream was interested in art, he jokingly tossed 

her a lump of clay and asked her to model their host. He 

immediately recognized her talent and agreed to provide her 

with modeling lessons. At this time (possibly with the help 

of Rollins or another senator) President Lincoln agreed to 

let Ream model a portrait of him. Some reports say Lincoln 

was sympathetic to her because he Identified with her 

position as a young and poor person trying to make her way 
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up in the world. Ream was allowed to work for half an hour 

each day in Lincoln's office while he worked. During this 

time, Lincoln was shot and Congress decided to commission a 

commemorative sculpture of the president for the Capitol. 

Many of the most well known sculptors of the day 

including Mills and Harriet Hosmer submitted models to 

obtain this prestigious commission, but 18 year old Vinnie 

Ream's model was chosen. Ream was the only sculptor who had 

had the advantage of presidential sittings, and who had 

personally known Lincoln. The decision to grant the 

commission to Ream caused incredible turmoil and revealed 

much about the attitudes of Congressmen and reporters toward 

female artists. Senator Charles Sumner of Boston, and 

Senator Jacob Howard of Vermont were her fiercest adver

saries. They fought her bitterly because they believed that 

she was too young and inexperienced, and because they didn't 

want a woman to do the work. They attacked her on the 

grounds that she was too weak to make such a large marble 

figure. This last accusation was based on misunderstandings 

of the sculptural process. The sculptor usually made a 

model that was smaller than the final piece. Eventually, 

with help from supporters, the opposition gave in, and Ream 

began work on the Lincoln Statue. She worked on the model 

for Lincoln for two years, and then set sail with her family 

for Rome, where she would have the model carved into marble 
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by Italian workmen. Ream set up a studio in Rome. While she 

lived there, she accepted commissions for portraits of 

several famous people including the musician, Franz Lizt. 

When she returned from Europe in 1871, the statue of Lincoln 

was unveiled and it was such an immense success that Vinnie 

Ream became a hero. Nonetheless, some of the people who had 

originally attacked her continued to do so saying that the 

sculpture was not her work because skilled workmen had cut 

the marble. William Wetmore Story, Harriet Hosmer, and other 

sculptors who had known Ream in Rome, and knew her 

abilities, came to her defense. The overall response to the 

Lincoln state was however, immensely positive, and Ream was 

praised for the naturalness of the statue. People who had 

known Lincoln were moved by how strongly the piece resembled 

the man and marveled at how well she seemed to have captured 

the essence of his character. 

After the Lincoln commission she received another 

commission for a heroic sized figure of Admiral David 

Farragut. Ream was the only one of the women sculptors to 

marry. She married Lieutenant Richard Hoxie when she was 

thirty years old; she apparently put aside her career as a 

sculptor at her husband's request, and devoted her life to 

promoting his career. Before her marriage to Hoxie, Ream 

had done several works in the neoclassical style, the figure 

of Lincoln being the only exception. Later in her life she 
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began to sculpt again and received two large commissions. 

One commission was from the State of Iowa, a statue of 

Governor Samuel Kirkwood for the Capitol's Statuary Hall in 

Washington, D.C. The last was also for Statuary Hall, a 

bronze statue of Sequoyah. She died before Sequoyah was 

completed. Ream was closely identified with the neoclassi

cal sculptors although her work of Lincoln, considered to be 

her masterpiece, diverged from this style in its naturalism. 

Sources of Visual Materials on Vinnie Ream 

Vinnie Ream - painting c. 1865 (Thorp, 1965, plate 21). 

Vinnie Ream - photograph 1865 (Lemp, 1986, p 27). 

Selected Works 

Abraham Lincoln, 1871. Marble (Rubinstein, 1982, p. 84). 

Hand, n.d. Marble. (Gerdts, 1972, Cat. NO. 28). 

Sappho, C. 1865. Marble (Rubinstein, 1982, p. 85). 

Spirit of the Carnival, n.d. Marble (Gerdts, 1972, Cat. No. 

30) . 

•The West, 1866-68. Marble. Slide available from Petersen, 

op. cit. 

Suggested Readings on Ream 

Becker, C.B. (1976). Vinnie Ream. Portrait of a young 

sculptor. The Feminist Art Journal, 6(2), p. 29-

31. 



67 

Gerdts, W. (1972). The white marmorean flock: Nineteenth 

century American women neoclassical sculptors. 

Poughkeepsie: Vasser College Art Gallery. 

Lemp, J.A. (1986). Vinnie Ream and Abraham Lincoln. Women's 

Art Journal. 6(2), 24-29. 

Rubinstein, C. (1982). American women artists from early 

Indian times to the present. Boston: G.K. Hall & Co. 

Thorp, M. (1965). The literary sculptors. Durham: Duke 

University Press. 

Anne Whitney (1821-1915) 

Anne Whitney came to sculpture later in her life 

than the other women sculptors, after she had achieved a 

reputation as a poet. She first discovered her love for 

sculpture when she was in her thirties. Whitney first 

studied sculpture in New York and Philadelphia, but when she 

felt she was too advanced for the classes at the 

Philadelphia Academy of Fine Arts, she went to Boston where 

she studied anatomy with William Rimmer. Whitney went to 

Rome to study in 1867 after the Civil War. In Rome she 

lived with her friend and lifelong companion Adeline 

Manning, who was a painter. Whitney was an abolitionist, a 

suffragist, and interested in socialism. Her work was said 

to be often touched with propaganda. One of her first works 

in Rome was The Lotus Eater which was a rare male nude by an 

American woman sculptor. A worked entitled Roma which was a 
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striking personification of the eternal city caused great 

controversy. Whitney represented the city as a stoop 

shouldered, blind, beggar woman who is pondering the dis

astrous state of Italy before its unification. This 

unidealized representation offended many who were accustomed 

to the standardized idealizations made by Italian neo

classical sculptors. Whitney's subjects often reflected her 

political concerns. She made portrait busts of many 

abolitionists and reformers; William Lloyd Garrison, Lucy 

Stone, Susan B. Anthony, and Frances Willard. She made a 

statue of a freed African slave, The Liberator, and modeled 

a statuette of Toussaint L'Overture, the Haitian leader who 

was in prison. 

Whitney was also commissioned to make a marble 

statue of Samuel Adams for Statuary Hall in the U.S. Capitol 

building. She entered a competition (anonymously) in 1875 

for a memorial statue of Charles Sumner for the City of 

Boston.2 Whitney's model was chosen unanimously, but when 

the jury learned that the artist was a woman, they retracted 

their decision and gave the commission to Thomas Ball. A 

colossal bronze from her original model was finally erected 

in 1902, twenty seven years after this incident, and stands 

in Harvard Square in Cambridge, Mass. Whitney completed 

2Sumner was the same senator who had so adamantly 
opposed Vinnie Ream's commission for the Lincoln statue. 
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this work, her last major piece, when she was in her early 

eighties. Anne Whitney taught in the Art Department of 

Wellesley College for many years. 

Sources of Visual Materials on Anne Whitney 

Selected Works 

Lady Godiva, 1862-63, Marble. (Gerdts, 1972, Cat. No. 19). 

*Roma, 1890. Bronze.(Gerdts, 1972, Cat. No. 20, and Thorp, 

1965, Plate 6). Slide available from Historical Survey, op. 

cit. ) 

•Charles Sumner, 1902, Bronze. (Slide available from 

Peterson op cit. 

Samuel Adams, 1876. Marble. (Taft, 1903, p. 213). 

Suggested Readings on Whitney 

(1962) Anne Whitney, Sculptor. The Quarterly. 25 

244-261. 

Gerdts, W. (1972). The white marmorean flock: Nineteenth 

century American women neoclassical sculptors, 

Poughkeepsie: Vassar College Art Gallery. 

Rubinstein, C. (1982). American women artists from early 

Indian times to the present. Boston: G.K. Holland 

Co. 

Thorpe, M. (1965). The literary sculptors. Durham: Duke 

University Press. 
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Whitney Museum of American Art. (1976). 200 years of 

American sculpture. New York: D.R.Godine/Whitney 

Museum of American Art. 

There were other women sculptors working at this 

time who also deserve attention and study, these women 

include Emma Stebbins, Louise Lander, Margaret Foley, and 

Elisabet Ney. Because this study is not intended to be 

exhaustive, the following sources provide information on 

these artists with examples of their works. 

Ellet, Mrs. E.F. (1859).Women artists in all ages and 

countries. London: Richard Bentley, New Burlington 

Street. 

Fine, E.H. (1978). Women and art, Montclair/London: Allen-

held & Schram/Prior. 

Gerdts, W. ( 1972). The white marmorean flock: Nineteenth 

century American women neoclassical sculptors. 

Proske, B.G. (1975). American women sculptors: Part 1 

National Sculpture Review, 24, 8-15, 28. 

Rubinstein, C. (1982). American women artists from early 

Indian times to the present. Boston: G.K. Holland 

Co. 

Taft, L. (1903). The history of American sculpture. London: 

Macmillan & Co. 

Thorp, M. (1965). The literary sculptors. Durham: Duke 

University Press. 



71 

Weimann, J.M. (1981). The Fair women. Chicago: Academy 

Chicago. 

*Emma Stebbins 
Angel of the Waters, C. 1982. Bronze available from 
Peterson Collection. 

•Louis Lander 
Virginia Dare, 1859. Marble. Available from Petersen 
Collection. 
•Elisabet Ney 
Lady Macbeth, 1906 - Peterson. 

*Al 1 slides in this study marked with an asterisk are 
available at University of Arizona Main Library, Media 
Center W.S. 200 American Women Painters & Sculptors of 
the 19th Century Tray No. 7. 
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CHAPTER IV 

CONCLUSIONS 

This study is the result of a long term commitment 

to, and interest in, feminism, and an equally important 

commitment to teaching art using a discipline based 

approach. The goal of the study was to examine both DBAE and 

feminist art education and to develop art historical 

guidelines that would answer the requirements of both 

approaches, as well as possible. The second and third 

chapter of this study contain guidelines and instructional 

materials that answer some of the requirements of DBAE and 

feminist art education. These materials can be incorporated 

into a discipline based unit on figurative sculpture. More 

specific information on how to use these materials will be 

discussed later in this chapter. 

Examinations of feminist literature in the visual 

arts revealed that the bulk of writing and research avail

able are in the areas of art history and art criticism. 

While there are some excellent feminist materials available 

in the field of art education they are extremely limited in 

number, and they themselves attest to the great need for 

more feminist research in the field. With the exception of 

Collins and Sandell (1984) there seem to be no available, 
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written, curricular materials or guidelines that address 

feminist concerns or contain feminist content. Collins and 

Sandell's book does include a section of sex equity art 

problems that are very useful as bases for lessons but are 

not discipline based. 

Art history was chosen as the focus of this study 

because this was the discipline that provided the greatest 

amount of raw material with which to build curriculum. 

Searches of standard art history survey texts revealed that 

despite a large and rapidly growing body of feminist art 

historical research and writing, women artists are still 

rarely recognized or represented in these texts, which 

reflect and set standards in the field. 

These texts do mention women, the rare exceptions 

like O'Keefe, Nevelson, and Hepworth, but generally speaking 

none of them begins to adequately represent the huge number 

of women artists of the past or present, whose names are as 

foreign to our ears as Picasso is familiar. Students who 

regularly use only these standard texts become heirs to an 

art historical tradition which is limited and does not truly 

represent humankind's artistic products or achievements. 

They are generally unaware of the existence or contributions 

of women artists. This study represents an attempt to bridge 

these gaps. 
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This thesis began by searching feminist art 

historical literature. Feminist art historians have been 

actively researching and writing since the early 1970s. 

There are presently several good art historical surveys on 

women artists, and some of these texts along with journal 

articles provided the information used here. This study also 

referred to several recent articles on discipline based art 

education to provide a framework for compatible art histori

cal methods and concepts. 

Chapter II outlines those areas of art historical 

content and modes of inquiry that should be covered in high 

school level curricula and suggests that art history should 

be taught in an integrative way, that is to apply both 

intrinsic and extrinsic methods of inquiry to better 

understand the art that is being studied, whether it be art 

by women or men. 

The neoclassical sculptors were chosen as exemplars 

in Chapter III for a number of reasons. A major reason for 

this choice was the researcher's personal interest in 

sculpture, but beyond that, reasonable availability of 

historical materials made the choice more feasible. This 

group of sculptors contained an exceptional number of women 

who were recognized and successful in their day. A close 

examination of the extrinsic factors in the lives of these 

sculptors, and particularly the lives of the women revealed 
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the complex interplay of circumstances that contributed to 

their success and can provide a teacher with good insight 

into the process of examining women artists' lives and 

works. These sculptors, while held in relatively low 

aesthetic esteem today, made significant contributions to 

our art historical tradition and produced major monuments 

that still stand in every large city of our country. Because 

they were the first group of American artists to achieve 

national and international recognition and fame, they are a 

valuable group to study. 

Using the Instructional Materials 

Teachers will find the materials in Chapter III of 

this thesis useful whether they want to teach historical 

materials on women artists alone or incorporate them into a 

discipline based curriculum. Either approach would be valid 

and valuable. Since the materials are not presented in the 

form of lessons it will be up to the individual teacher to 

integrate them with the other disciplines (art criticism, 

aesthetics, production) to develop truly discipline-based 

curricula. In order to facilitate placing the material into 

a larger historical context the following information should 

be helpful. 

Good general reference and survey texts on sculpture 

that include the women sculptors are the Whitney Museum's 

200 Years of American Sculpture (1976) and The Literary 
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Sculptors by Thorp (1965). These were infinitely more 

helpful than any of the standard art history texts surveyed 

which often barely mention the neoclassical sculptors. 

Important male neoclassical sculptors whose lives 

and works should be studied along with the women sculptors 

in this study include: Horatio Greenough, Hiram Powers, 

Thomas Crawford, William Wetmore Story, Erastus Dow Palmer, 

Clark Mills and William Henry Rhinehart. Teaching about the 

lives and works of these men and women together provides a 

true picture of this period of American sculpture, and 

comparing their lives and imagery reveals much about how 

gender affects one's artistic process and the nature and 

messages of one's artistic products. 

The focus of these kinds of comparisons would be on 

revealing the existence and effects of difference rather 

than on evaluation. Understanding difference (in terms of 

gender) can provide insights that can deepen students' 

understanding of art works and provide them with a greater 

variety of critical-analytical tools. 

DBAE literature on art history cites four major 

categories of content concepts that should be covered when 

teaching students intrinsic modes of inquiry. It is 

important for teachers to understand the relationship 

between these categories and the materials on the 

neoclassical sculptors presented in this thesis. For that 
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purpose the following materials should be helpful; for 

definitions of these concepts see pages 20 and 21 of this 

study. 

Connoisseurship - students studying the neoclassical 
sculptors should become familiar with the processes 
and materials involved in the making of marble 
sculpture. This process begins with the artist 
making a small scale model that is eventually 
transferred by skilled artisans in a series of steps 
to marble. The artists did occasionally carve the 
marble themselves but this was not the usual 
practice. 

Style - The works in this study represent the neoclassical 
style, which had its roots in the sculpture of 
classical Greece. It was a style which "idealized" 
the human form. Students should learn about the 
particular aesthetic qualities which characterized 
this style. The neoclassists were concerned with 
symmetry, balance and "ideal" proportions; their 
style was relatively realistic. The works of these 
sculptors were executed mainly in white marble. 
Studying the neoclassical sculptors provides 
students with information about particular geo
graphic and personal styles, in this case works that 
reflected ancient Greek, Roman, European and 
American influences. 

Iconography - Many of the neoclassical sculptors themes were 
derived from or refer to classical mythology, 
legends, and literary characters from the prose and 
poetry of their time. These sculptors often used 
ancient sources to illustrate contemporary themes 
and concerns of their day. Iconographical studies 
are important so that students can understand the 
symbols and meanings of the work being studied. 
Symbols like the laurel wreath often have mytho
logical reference. 

Function - The functions of the sculptures of these artists 
ranged from personal commissions for portrait busts 
to statuary for church interiors, public buildings 
or galleries and outdoor monuments that commemorated 
famous people. The function of a sculpture greatly 
affects an artist's choice of scale, design and 
materials; outdoor monuments have to be made of more 



78 

durable materials than those intended for indoor 
spaces and are often of much larger size. 

DBAE literature in art history also cites the most 

important extrinsic factors that should be taught. Pages 21 

and 22 of this thesis outlines those areas which include 

artistic biography, patronage and other economic, political, 

social, philosophical and cultural considerations. Feminist 

art historical inquiries almost always place great 

importance on examining these extrinsic factors as a key to 

understanding an artist's work. Useful guidelines for 

examining these factors can be found on pages 30-32 of this 

study, and an example of their application can be found on 

pages 44-49. 

A teacher who wants to assemble an art historical 

lesson on these sculptors can choose one or two of the 

intrinsic and extrinsic factors on which to build a lesson. 

The sample lesson on pages 49-53 of this study uses two 

intrinsic categories, attribution and provenance and one 

extrinsic category, artistic biography, as a framework for 

the lesson. It is best not to try to cover too many concepts 

in one lesson to be sure that the intended ones are learned. 

For example: several lessons could be spent on iconography 

and artistic biography alone, exploring the relationship 

between each artist's life circumstances and the choice of 

symbols in their work. This combination leads to a deeper 
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understanding of an artist's personal style and the meanings 

of their works. 

Chapter III provides fairly detailed artistic 

biographies, sources of visuals and suggested readings for 

further study on several artists. These materials could be 

used as a guide by a teacher or xeroxed and handed out to 

students who want to study a particular artist(s). 

Studying the history of the neoclassical sculptors 

will naturally raise questions in the other disciplines. The 

neoclassical aesthetic raises questions about the nature of 

idealization that are relevant to contemporary times. A 

teacher might want to plan a lesson that raises questions 

about ideal images, their social, cultural and aesthetic 

functions and whether the images represent desirable or 

harmful role models. Some of the sculptors in this study 

bridge the gap between the neoclassical "ideal" and 

naturalism. This brings up questions about different kinds 

of aesthetics. 

Students can do aesthetic scanning of the images for 

the critical portions of their lessons. They may discuss the 

formal qualities of the images and how these formal quali

ties contribute to or distract from the meaning and message 

of the works. In the production portion of a lesson, 

students could be involved in making a small realistic 

figurative sculpture. Appropriate studio problems for this 
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kind of unit would be: exploring the nature of clay modeling 

and use of clay tools, building small armatures, mold 

making, casting in plaster or hydracal or carving a sculp

ture out of soft stone. Students would also learn about 

working in the round as opposed to reliefs which could be in 

a different unit. 

Significance of the Study to the Art Education Field 

The theoretical research, guidelines, instructional 

materials and resources contained in this study can provide 

a high school teacher with a firm basis for building the 

cultural/historical, and some of the critical segments of a 

discipline-based unit on realistic figurative sculpture. 

The length of the unit would depend on individual needs, but 

could easily cover a minimum of four classes. A teacher who 

wants to continue classes in sculpture could move to a 

different cultural, historical or geographic style of 

sculpture. One example would be to study the figurative 

tradition of early twentieth century vanguard sculptors like 

Gaston Lachaise, Elie Nadelman and Alice Morgan Wright, or 

to study the figurative style of the sculptures of South

western American Indians. 

This thesis can be of value to anyone who is 

concerned with teaching art in a more inclusive and integra

tive way. While the scope of this study is limited, much of 

the theory, guidelines and learning cross over and can be 
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applied to a variety of art teaching situations. This thesis 

acknowledges the necessity for diverse racial, geographic 

and political representations to achieve a balanced curricu

lum. In the interest of a more truly representative and 

integrative art education, discipline based curricula need 

to address gender related Issues. They must include more 

examples and analysis of women artists' works and infor

mation about their lives. This thesis concludes that 

discipline based curricula can provide structures that 

enable teachers to incorporate feminist content. 

Teaching art with a discipline based approach which 

also recognizes women artists, their achievements and 

concerns is important to the art education of women and men 

alike. This integrated approach can broaden our understand

ing and appreciation of the visual arts, create new criteria 

for evaluating art and artists and generate new possibil

ities in art processes. This kind of art education could 

contribute to changing the status of art in our culture by 

making art more accessible to more people; it could open 

possibilities and narrow the chasms that many people in our 

culture sense between art and life. 
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