























1S SAND DUNES AT SUNSET, ATLANTIC CITY

Fine Arts in January 1889, the same month he moved to Atlanta to set up a
photography studio. No other known work by the artist seems to fit this title,
and Tanner could have had the painting sent to Atlanta to serve as an
advertisement for his new venture. Since no specific geographic features
determine its setting, the painting could have been renamed by Tanner ora
subsequent owner to increase its appeal to a local audience. Such specula-
tions indicate how little is known about Tanner's career during the second
half of the 1880s, and how few of his paintings from this time have been
solidly identified.

By the similarity of its colorscheme and technique to a signed and dated
painting {see fig. 6], Sand Dunes at Sunset, Atlantic City (cat. no. 15] can be
dated to about 1886. [t is possibly the same painting that Tanner exhibited as
8ack from the Beach at the Pennsylvania Academy of the Fine Arts in October
1885 and in New York at the National Academy of Design in April 1886.
Certainly the painting is of theimportant size and technical accomplishment
by which the artist would choose to represent himself at such major exhibi-
tions, and again, no other known work by Tanner fits the title. “Back from the
Beach,’” however, seems to imply a genre scene, not a painting of a beach.
Perhaps Tanner never exhibited Sand Dunes at Sunset, Atlantic City publicly
{although this would have been uncharacteristic}, but instead gave it to his
parents, who spent at least partof theirsummers at a cottage in Atlantic City.2
[n any case the painting was definitely painted on a beach: a considerable
amount of sand was brushed into the wet paint.

The largest and most ambitious of these three American landscapes,
Sand Dunes at Sunset, Atlantic City is the most distinctive. Although a
harsh cleaning and repainting of the sky has somewhat distorted the overall
tonality of the picture, Tanner’s perception of light and atmosphere is acutely
rendered. The view looks across the cool gray of a shadowed beach to dunes
made pink by late sunlight; a low haze over the water partially hides the sun.
This painting alone indicates that even without the benefit of European
study, Tanner would have become an accomplished, distinctive, though
conservative artist. DS
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Along with the illustration for “Old Win-nc-wan'’s Star”” published in 1888
|cat. no. 9), these three landscapes stand as the most complete examples of
Tanner's mature style before his departure for Europe in January 1891. They
show that he did not pursue the avant-garde interests in proto-impressionist
cifects, high-keyed color, and exaggerated light seen in Boy and Sheep Lying
under a Tree, 1881 [cat. no. 8), but chose instead a more conservative approach
to landscape that combined Tonalism’s subtle light and color effects with
touches of bravura painting to delincate vegetation and other natural ele-
ments. These canvases express the possible influence of the work of Edward
Moran (fig. 10)or the style of — and possibly lessons from ~ his friend Christo-
pher Shearer, a landscape artist who trained in Dusseldorf and Munich. The
utles of these works are not necessarily the original ones, and the dates
assigned to them are based on circumstantial evidence. But they are linked to
the years before Tanner left the United States by their style, which clearly
predates the definitive changes seen in Tanner’s landscapes once he settled in
Paris (cat. nos. 19, 25).

The mountain landscape traditionally described as Cumberland
Foothills (cat. no. 13), an area Tanner is not known to have visited, can be
reidentified on the basis of a watercolor of a similar view {Washington, D.C.,
National Museum of American Art) inscribed “"Highlands North Carolina”;
its date is based on the assumption that Tanner’s stay in the North Carolina
mountains, as described in his autobiography,! occurred in the summer
of 1889.

Identification of the other two works is more problematic. Tanner
seemingly would have been eager to exhibit such large, decorative, and
presumably commercially appealing works, yet a search of exhibition records
up to the time of Tanner's departure for Europe has not turned up titles
approximating the present captions. On the basis of its subject matter, the
painting now called Georgia Landscape [cat. no. 14) might be a work entitled
Eorly November, which Tanner showed at the Pennsylvania Academy of the

Fig. 10 Edword Moron, A Windy Day
on Coney Islond, 1871, o1l on convos,
174 % 2917, Philodelphio Museum
of Art, gift of Hatry S Dion
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relationship between the Negro-American subculture and North American culture
as a whole.” ”’5 Tanner can be said to have painted for three worlds —for Paris, for
America, and for African-Americans —and surely he was conscious of the responses
of each.

Tanner was celebrated as an artist by African-American intellectuals from the
outset of his career. Afteronly a short period asa professional painter, he was included,
together with artist Edward Mitchell Bannister (1828-1901), in William |. Simmons’s
biographical study of black leaders entitled Men of Mark: Eminent. Progressive and
Rising, publishedin 1887.6By 1898 Tanner’s name was linked with Dunbar’s and with
the great educator Booker T. Washington (1856-1915) in a letter to Washington from
an admirer: “God has undoubtedly exalted you to be our Moses. We read about you in
the greatest papers and magazines published in our great country —Washington,
Tanner, and Dunbar. We stand before them with uncovered heads. We follow them
without questioning their right to lead.”’”

Washington himself knew the Tanner family and was deeply impressed by
Henry’s achievement as an artist. In Up from Slavery he wrote about seeing Tanner’s
work on view at the Musée du Luxembourg in Paris: ‘“Few people ever stopped, I
found, when looking at his pictures, to inquire whether Mr. Tanner was a Negro
painter, a French painter, a German painter. They simply knew that he was able to
produ-e something which the world wanted — a great painting —and the matter of his
colordid not enter into their minds.”’8 W. E. B. Du Bois (1868-1963), the distinguished
black scholar who demanded full and immediate equality for African-Americans,
in contrast to Washington’s emphasis on first achieving economic parity, also
knew Tannerand citedhimina 1901 article in the Dial as one of a vital group of black
leaders who ‘“’seek ... that self development and self realization in all lines of
human endeavor which they believe will eventually place the Negro beside the
other races.”’?

In 1908, an essay by an anonymous American writer drew together a number
of themes, exemplifying the complex problem of discussing Tanner as both an
American artist and a black artist:

Forseveral years part of the art world of Paris has shown asteadily increasing interest
in the work of Henry O. Tanner, a young American painter who has done much towards
strengthening that higher position in contemporary art which was won for us by [John
Singer| Sargent and [James A. M.] Whistler. In America, public recognition of Tanner's
greatness has been somewhat retarded by the fact that he is a Negro and our publica-
tions have persistently spoken of him as the greatest Negro painter. It has pleased them
to slight his art in the exploration of his race. !0

The writer’s own rather confused, if well-meaning tone — characteristic of its
date —is illustrated by a further passage:

Booker T. Washington wrote of him: ““Tanner is proud of his race. He teels deeply that
as the representative of his people he is on trial to establish their right to be taken
seriously in the world of art.” But this classification of Tanner’s work, while literally
true, gives an erroneous impression. Although his paintings exhibit that full-blooded
sense of rhythm and color which give a peculiar charm to the art productions of his
race, Tanner’s work is above all racial distinctions. He should no longer be classified as
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Fine Arts in January 1889, the same month he moved to Atlanta to set up a
photography studio. No other known work by the artist seems to fit this title,
and Tanner could have had the painting sent to Atlanta to serve as an
advertisement for his new venture. Since no specific geographic features
determine its setting, the painting could have been renamed by Tanner or a
subsequent owner to increase its appeal to a local audience. Such specula-
tions indicate how little is known about Tanner’s career during the sccond
half of the 1880s, and how few of his paintings from this time have been
solidly identified.

By the similarity of its color scheme and rechnique to a signed and dated
painting {see fig. 6), Sand Dunes ot Sunset, Atlantic City {cat. no. 15) can be
dated to about 1886. It is pcssibly the same painting that Tanner exhibited as
Back from the Beac!» at the Pennsylvania Academy of the Fine Arts in October
1885 and in New York at the National Academy of Design in April 1886.
Certainly the painting is of the important size and technical accomplishment
by which the artist wouid choose to represent hin:self a: suich major exhibi-
tions, and again, no other known work by Tanner fits the title. “Back from the
Beach,’”” however, seems to imply a genre scene, not a painting of a beach.
Perhaps Tanner never exhibited Sand JJunes at Sunset. Atlantic City publicly
falthough this would have been uncharacteristic), but instead gave it to his
parents, whospent at least part of theirsummers ata cottage in Atlantic City.2
In any case the painting was definitely painted on a beach: a considerable
amount of sand was brushed into the wet paint.

The largest and most ambitious of these three American landscapes,
Sand Dunes at Sunset, Atlantic City i3 the most distinctive. Although a
harsh cleaning and repainting of the sky has somewhat distorted the overall
tonality of the picture, Tanner'’s perception of light and atmosphere is acutely
rendered. The view looks across the cool gray of a shadowed beach to dunes
made pink by late sunlight; alow haze over the water partially hides the sun.
This painting alone indicates that even without the benefit of European
study, Tanner would have become an accomplished, distinctive, though
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France, The Holy Land, and America: Success, Symbolism and
the Circle of Paul Gauguin, and Greater Racial Awareness, 1891-1897

Henry Ossawa Tanner arrived in Liverpool, England. on January 18, 1891. His stay there was brief and
uneventful. The artist soon set out for Rome via Paris, where he was welcomed by good friends, who
probably included his cohort from Atlanta. James Field. Yet at first, Tanner was depressingly lonely and felt
like an outsider: “How strange it was to have the power of understanding and being understood suddenly
withdrawn!” In addition. he did not speak fondly of his hotel room at 12 rue de Seine in the Latin Quarter;
the weather was disagreeable: the continental breakfast was far removed from his American fare; noises, such
as “the clatter of the wooden shoes on the stone pavement.” were unbearable: and the French custom of
taking wine with meals was threatening. However, after just one week. Tanner found Paris so to his liking
that he abandoned his previous plan to study in Rome. 118

Tanner enrolled at the Académie Julian, founded by Rodolphe Julian in 1868. Julian had earned the Legion
of Honor for teaching in 1881.119 The curriculum at Julian's included drawing from live models, weekly
critiques, and visits from celebrated artists who were always members of the Institut Nationale des Sciences et
des Arts. the government agency for art. Julian himself supervised the day-to-day activities of the studio.!20

Study at the Académie Julian was an invaluable start for a career as an artist, and there were numerous
American students in attendance. The school had no entrance requirement. guaranteed a model, and provided
experience and important contacts.!2! Tanner was assigned to Julian’s Institut team of tutors, Jean-Paul
Laurens (1838-1921) and Jean-Joseph Benjamin Constant (1845-1902).122 He became closest to Constant, a
painter of portraits and themes depicting North African and Near Eastern life.123

Samples of Tanner's académies. or drawings after the live model (pl. 13), show that he was already a superb
draughtsman when he arrived in Paris. They also reveal how studiously he avoided depicting male and female
genitals, in keeping with his religious persuasion and his avoidance of the carnal.12t Tanner also found his
church-going at odds with the studio practice of having a weekly concours, or competitive examination, on
Sundays. The studio secretary allowed him to complete the assignments on Mondays. Tanner thrived in the
nurturing atmosphere of Julian's: one of his concours. The Deluge (location unknown), was awarded a prize.

Around this time and as a result of friendships formed at Julian's, Tanner joined the American Art Club.
There he made the acquaintance of Lewis Rodman Wanamaker (1863-1928). a member of a wealthy family of
merchants who owned an international chain of clothing stores. Wanamaker. who would figure prominently
in Tanner’s future. was not only interested in art, but in the lot and conditions of Native Americans and
African Americans. 123

While Tanner’s choice for academic training followed a typical route, he did not. as was common for urtists
during this period. supplement his formal training with making copies of old master paintings at the
Louvre.120 Eakins, Carolus-Duran (1838-1917). Pierre-Auguste Renoir (1841-1919), and Stéphane Mallarmé
(1842-1898), to name just a few, had all complemented their academic pursuits by copying.!¥” Tanner,
however, was an individualist and direct copying was anathema to him.

Tanner soon learned that it was the custom for art students in Paris to spend the summer in the country. He
took up this practice beginning in the summer of 1891. That vear he chose the physically isolated district of
Pont-Aven, on the Brittany coast. to economize and to improve his French. Pont-Aven was inexpensive. and
also provided suitable models for the painting of peasant figures in the landscape—a most popular subject for
American artists abroad at the time.!?8 To Tanner's dismay, however, it had a large English-speaking colony.










In November 1923 Tanner boarded a ship for New York to participate in his third solo exhibition there and
the last major show of his lifetime. It opened at Grand Central Art Galleries on January 21, 1924. and included
nineteen familiar religious and genre titles. The show received two mostly favorable reviews in the New Yerk
Times.292 Harrison Morris, Tanner's good friend and the retired director of the Pennsylvania Academy,
appealed to the president of the Metropolitan Museum of Art for the purchase of a work out of the Grand
Central exhibition. Morris’s efforts were not successful.293

For Tanner, the mid-1920s were a time of professional success and personal tragedy. Bishop Benjamin
Tucker Tanner died on January 15, 1923, and two old friends from the Société Artistique de Picardie—FHenry
Boddington (dates unknown) and Paul Bartlett (1865-1925)—both died two years later. But the most damaging
blow was the fatal illness that had afflicted his wife since 1924. Jessie Tanner died on September 25, 1925,
leaving a tremendous void in the artist’s life. Married for nearly twenty-six vears, their happiness had defied
the stern advice against mixed marriages given in the Book of Daniel (2:43): "And whereas thou sawest iron
mixed with miry clay, they shall mingle themselves with the seed of men, but they shall not cleave one to
another, even as iron is not mixed with clay.” When Tanner lost his “iron™ his active career as an artist was
essentially over.

Semi-Retirement and the Final Years, 1926-1937

Henry Ossawa Tanner was sixty-seven years old on June 21, 1926. in failing health. and faced with a series
of personal crises. He had lost his motivation to make art with the death of his wife the preceding year. He
was also preoccupied with a drawn-out lawsuit against the Bethel A.M.E. Church in Philadelphia regarding
the commission of a bronze commemorative plaque of Bishop Richard Allen.2* Tanner certainly must have
been hurt by the appearance in Joseph Pennell’s 1925 autobiography of the section entitled “The Coming of
the Nigger,” a thinly veiled discussion of Tanner as a student at the Pennsylvania Academy in 1880-81.295 The
artist was also, for the most part, neglected by the mainstream art world. A critic of the 1926 annual exhibi-
tion in Chicago was an exception and called attention to “the reverence, the mystery, the faith which breathes
in all of Mr. Tanner’s works.”2% The lofty perch that he had occupied during the first decade and a half of the
rwentieth century was eclipsed by artists like Henri Matisse and Pablo Picasso and their new renditions of
color and forms of construction.297 Finally, Tanner's son, Jesse, was hospitalized in London with a nervous
breakdown in 1927.

That Tanner’s late works display little interest in current artistic developments is not surprising given the
artist's age. This can be seen in At the Gates (pl. 560). It is a variation on the flight-into-Egypt theme. In spite
of its beauty, the surface of the painting is not as painterly or layered with color as Two Disciples at the Tomb.
The fact that Tanner did not embrace new modes was recognized by a critic for the New York World: “The
artist's work seems to have changed hardly at all since his last appearance here [in 1913]. He still sticks to the
cool color arrangements, in which blue predominates, and within its limited range plays slight variations in
closely related tone and color.”29%

The artist had a few bright moments in 1927. He completed Nicodemus Coming to Christ. which had been
commissioned by the Cheyney Training School for Teachers in Pennsylvania. (This painting does not count
among his most successful efforts.) At the Gates was awarded a bronze medal and a $250 cash prize at the
National Arts Club in New York; it was purchased by the Atlanta collector J. ]. Haverty, who became one of
Tanner's keenest supporters during the late 1920s. The National Academy of Design in New York elected him
an academician.29 He became good friends with his niece Sadie Tanner Mossell Alexander and her husband,
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PLATE 56

At the Gates, c. 1926
Oil on panel

24 x 19 (61 x 48.3)
Private collection

aymond Pace Alexander. Their faithful correspondence over the last decade of the artist's life was a source
f intellectual stimulation and comfort.
Tanner’'s energy seems to have increased around 1930, but by no means to its previous level. He wrote to
S. Carpenter. his supporter and representative in Des Moines:

I have 5 or 6 pictures underway—all unfinished—but I hope soon to remedy this
state of affairs. 1 have not changed my principal at this date—unless I believe in a
canvas [ do not send it out—However. things are beginning to change and I have
two which [ hope to finish within the month.... I have been working on a tempera
mixture for the last 5 or 6 years and have finally a wonderful binder. I am now using
it exclusively and I am sure you will find no loss of quality in my painting.300

The results of Tanner's complicated medium during the last phase of his career can be seen in The Lost
heep (pl. 57) and Disciples Healing the Sick (pl. 58). The subject of the former painting was familiar, but the
tter was new. Disciples Healing the Sick continues Tanner's practice of rendering specific Bible scriptures.
/hile the painting has previously been interpreted as representing a generic miracle, it seems to relate specif-
ally to the Acts of the Apostles (5:15-16): “Insomuch that they brought forth the sick into the streets, and
id them on beds and couches, that at the least the shadow of Peter passing by might overshadow some of
iem. There came also a multitude out of the cities round about into Jerusalem. bringing sick folks, and them
ho were vexed with unclean spirits; and they were healed every one.”

Both of these paintings are characterized by a crusty build-up of pigments that echo the use of collage in
.e early phases of the Cubist movement. They share the patterned brushstrokes of Tanner’s Two Disciples at
e Tomb and enamellike surfaces that call to mind thirteenth-century French Limoges enamels. Atherton
artis. Tanner's dearest friend and long-time financial supporter, compared the artist’s mixing methods to that
" the fourteenth-century Flemish artists Jan and Hubert Van Eyck (c. 1390-1441 and 1366-1420, respectively).
nfortunately, Tanner never commented on Curtis’s suggestion.30!
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THE WHITE HOUSE

WASHINGTON

Office of the Curator
August 30, 1993

THE PRESIDENT'S OVAL OFFICE

In 1902, President Theodore Roosevelt had the architectural
firm of McKim, Mead & White design and construct an office
building to the west of the original White House at the end of
the colonnade built in the Jefferson administration. From the
Second Floor of the Executive Mansion he then removed his office
and Cabinet Room to new quarters irn. this "West Wing".

The President's Room, which was then a rectangular rather than an
oval office, was placed in the southeast corner, the Cabinet Room
adjoining it to the north.

In 1909, President William Howard Taft expanded the wing to
the south, constructing the first "Oval Office" at the center of
this addition, moving the Cabinet Room to the southeast corner.
In 1934, President Franklin Delano Roosevelt moved the Oval
Office and its 1909 white marble mantel to its present southeast
corner location and returned the Cabinet room to the northeast
corner in a further-expanded West Wing.

Architectural features of the present Oval Office include:
the Presidential Seal in plaster relief in the ceiling; the
classically-designed marble mantel which was original to the
1909 Oval Office; the doors to the veranda and study, each with
a pediment above a horizontal fasces, the classical symbol of
the governing authority; and the window and shelf niches with
shell canopies.

In August 1981, this room was painted its current colors -
an off-white color for the walls with the cornice and woodwork
highlighted with a purer white.

In August 1982, a new floor of walnut and white oak was
added. Donated by Kentucky Wood Floors of Louisville, Kentucky,
this hardwood floor replaced a wood-grain vinyl installed in 1969
during the Nixon administration. That, in turn, replaced a cork
flooring installed in Franklin Roosevelt's new office in 1934.

During August 1988, the cove lighting around the ceiling of
the Oval Office was improved using the most recent developments
in fluorescent lamp technology. These new fixtures, which are
more compact and provide light of warmer color, replaced lights
originally installed during the Nixon Administration.



On January 20, 1993, with the inauguration of President
Clinton, new gold damask draperies were installed, consisting of
a six-swag valance and three pairs of straight overcurtains in a
popular 18th-century acanthus-leaf pattern. This fabric was made
by the New York firm, Scalamandre. A fragment of a red damask in
this same pattern, found in the Philadelphia house once occupied
by President George Washington, is now in the Valley Forge
Museum. At the same time, the two high-back armchairs before
the fireplace, acquired for the Oval Office in 1981, were
reupholstered in a gold fabric.

The changes to the Oval Office were completed in
August 1993, under the direction of Little Rock designer,
Kaki Hockersmith. An ornamental blue tape was added as trim
to the drapery valance and panels.- Two sofas acquired.in 1990
were rebuilt and recovered in a red-and-cream striped silk with
pillows of red silk decorated with gilt leaf medallions. The
seats of the cane-backed armchairs around the room were recovered
in a specially made blue silk called "Little Rock diamond". All
of these additional fabrics also were provided by Scalamandre.

A new oval wool carpet was woven for the room in the
United States by Scalamandre. A dark blue field centers a
full-color Presidential Coat-of-Arms encircled by fifty white
stars and framed by a gilt rope band nestled into a plain red
band. This framing band is repeated on the exterior of the rug's
border which features green olive branches and gold laurel
wreathes separated by red rosettes on a white field, framed on
the interior by a gilt rope band.

The objects in the Oval Office will be described on the
following pages in a counter-clockwise direction beginning to
the right of the door as one enters the room from the corridor.
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Portrait of Andrew Jackson by Thomas Sully (1783-1872)

The handsome portrait of Jackson to the right of the door
was painted by Thomas Sully, one of America's foremost
portraitists. After studying with John Trumbull and Gilbert
Stuart, Sully opened a Philadelphia studio where he painted many
1llustrious Americans. He was also highly respected for
encouraging young artists. This painting has been on loan to
the White House from the National Gallery of Art since 1976.

L76.NGAO17.1

Cane-Back Armchairs

The four cane-backed armchairs around the room have been in
use in the Oval Office since 1930 and were provided for the new
West Wing in 1902 by A.H. Davenport, Boston, Massachusetts. An
interpretation of the later Federal style, circa 1810-1825, one
of these has arms scrolled atop partly-reeded supports over
turned and reeded front legs; the other three have arms scrolled
on concave supports over square tapering front legs.

902.3482, 3485-86, .3488

Eagle Card Table

The mahogany folding-top card table below the northwest
bookcase was made in Salem, Massachusetts, circa 1810. It is
unusual in that the table top is supported by a large carved and
gilded spread-winged eagle. This table was acquired for the
White House in 1972 with funds contributed by the White House
Historical Association. 972.898.1

Bust of Thomas Jefferson

The bust on the eagle card table belongs to President
Clinton. A modern reduction of the 1786 bust by Jean-Antoine
Houdon, 1t was produced of a bronze-toned synthetic material by
Alva Studios.

Pitcher

The late-19th-century French porcelain pitcher in the north
shelves features a magenta neck above a decorative device on one
side of an American eagle and cross flags.

Gift of Mr. and Mrs. Joey Bishop. 962.279.1



Dinner Plates

The two dinner plates flanking the pitcher, made by
Wedgwood, Etruria, England, are from a set of 60 such plates
purchased for the White House in 1893 by Mrs. Frances Cleveland.
They feature a edge band of red zig-zag and leaf motifs on a gilt
ground. The rim is decorated with gilt swags on a cream ground.

893.3843.1-51

Bust of John F. Kennedy

The bust in the north shelves on the card table, belongs to
President Clinton. Modeled by Robert Berks, it was produced of a
bronze-toned synthetic material by Alva Studios.

Gilt Baskets

The pair of gilded silver baskets were made in London, circa
1780-1788, by John Wakelin & William Taylor. The pierced oval
baskets (1780-81) and stands (1787-88) are probably from a larger
set with interchanged components. On the center of each side is
the coat-of-arms of Order of the Garter, the highest order of
British nobility. Part of the vermeil collection bequeathed to
the White House by Mrs. Margaret Thompson Biddle in 1956.

958.4179.1-2

Vase

The small porcelain vase was made in France c.1800-1810.
The dark blue ground is contrasted with a gilt floral spray
framed by laurel leaves, gilt lion's head handles, and a gilt
neck and foot. Gift of Miss Pauline Herrmance. 961.118.1

Basket
The silver-gilt basket, reeded like a cluster of bamboo, is

from a set of 24 made in France for Tiffany & Co. in 1962.
Gift of Mrs. Paul Mellon. 962.408.2

Dinner Plates

The two red-rimmed dinner plates flanking the basket, are
from a set of 24 such plates made by Lenox, Trenton, New Jersey,
that was purchased in 1916 under President Woodrow Wilson to
supplement a group of similar Wedgwood plates purchased for the
White House in 1893 by Mrs. Frances Cleveland. 916.3845.1-17



Works of Theodore Roosevelt

On the south shelves 1is a 24-volume set of the writings of
Roosevelt. Published in 1926, this limited edition was a gift

from the Theodore Roosevelt Association in 1977.
977.1332.1-24

Bust of Theodore Roosevelt

The bust in the south shelves belongs to President Clinton.
Modeled by Gleb Derjinsky, it was produced of a bronze-toned
synthetic material by Alva Studios with the subject's facsimile
signature on the base.

Sapphire Busts - Washington, Jefferson, Lincoln ot

The square display case in the south bookcase niche contains
three presidential busts carved from some of the world's largest
sapphires found in Queensland, Australia. These gemstone
sculptures were a 1983 gift from the Kasanjian Foundation, which
had acquired the stones and commissioned their carving in the
1950's. The bust of Abraham Lincoln - 1318 carats - was carved
in 1951 by Norman Maness, after a life-mask executed by Leonard
Volk in 1860. This was followed by the 1056-carat bust of George
Washington carved by Harry B. Derian after a bust of Jean-Antoine
Houdon and a painting by Gilbert Stuart. The bust of Thomas
Jefferson - 1381 carats - was also carved by Derian in 1957 after
an 1825 life mask by J.H.I. Browere and a painting by Mather
Brown. P88.A03441.1-3

Chest of Drawers

The mahogany chest of drawers to the right of the windows
was made in the Hepplewhite style in Massachusetts, circa 1790.
Each of the four graduated drawers in the serpentine front shows
a rectangle of string inlay, the corners of which are filled with
inlaid fan quadrants. This chest was acquired for the White
House in 1977 with funds from the White House Historical
Association. 977.1329.1
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Sculpture - "Appeal to the Great Spirit"
by Cyrus Edwin Dallin (1861-1944)

Dallin, a native of Utah, was an eloquent defender of the
American Indian, particularly through four great equestrian
statues which depict the cycle of their relations with the
white man. This image, first exhibited in 1908, was the fourth,
a stoic and dignified appeal for deliverance, of which a
monumental casting was installed in front of the Museum of Fine
Arts in Boston in 1913, the year in which Dallin copyrighted the
image. In 1916, he collaborated with the Gorham Company foundry
in producing reductions of his Indian statues in three sizes.
This example, an early casting of the middle size, circa 1916,
was given to the White House in 1991 by The Barra Foundation,
Inc. = 991.1694.1

-
« -

Painting - "The President's House" by an Unknown Artist
after William Henry Bartlett (1809-1854).

This slightly fanciful depiction of the White House above
Tiber Creek, where now runs Constitution Avenue, 1s believed to
have been executed in the mid-nineteenth century after an 1839
engraving of a drawing by English artist, William Henry Bartlett.
This painting was a gift to the White House from Mr. and Mrs.
Hawley S. Simpson in 1967. 967.611.1

Sofa Table

The modern sofa table against the windows, made in the late-
Sheraton style by Smith & Watson, New York, was acquired for the
Oval Office in 1969. Fitted with drop leaves and drawers, it is
supported at each end by a flat pedestal on splayed legs braced
by an arching trestle.

Bust of Abraham Lincoln

The bust on the sofa table, a commercial casting modeled
originally by Robert Berks in 1958, belongs to President Clinton.

Bust of Franklin D. Roosevelt

The bust on the sofa table, belongs to President Clinton.
Modeled by Jo Davidson in 1934, it was produced of a bronze-toned
synthetic material by Alva Studios.



"Resolute" Desk

This double pedestal desk, usually called the "Resolute
desk", was made from the oak timbers of the British ship H.M.S.
Resolute as a gift to President Rutherford B. Hayes from Queen
Victoria in 1880. It has been used by every president since
Hayes, excepting Presidents Johnson, Nixon, and Ford, 1964-1977.

It was used in the President's Office on the Second Floor of
the Residence from 1880 until 1902, at which time the office was
moved to the newly constructed West Wing. This desk remained,
however, on the Second Floor of the Residence in the President's
Study. President Franklin D. Roosevelt requested that the rear
kneehole be fitted with a panel carved with the presidential
coat-of-arms, but he did not live to see it installed in 1945.

After the Truman Renovation of the White House;>~1948-1952,
it was placed in the Broadcast Room on the Ground Floor where it
was used by President Dwight D. Eisenhower during radio and
television broadcasts. It was first used in the Oval Office in
1961 at the request of President John F. Kennedy. After President
Lyndon B. Johnson selected another desk for his office, it was
lent to a Kennedy Library traveling exhibition, 1964-1965, and
then to the Smithsonian Institution for exhibition, 1966-1977.

In January 1977, President Jimmy Carter requested that this
historic desk be returned to the White House for use again in the
Oval Office. 1In 1981, President Ronald W. Reagan also chose to
use this desk in the Oval Office. President George Bush used it
in the Oval Office for five months in 1989 before having it moved
to his Residence Office in exchange for a partner's desk which he
had used in his West Wing office as Vice President.

On January 20, 1993, this historic desk was returned to the
Oval Office for use by President Clinton.

A brass plaque affixed to the desk records the history of
i1ts creation:

"H.M.S. 'Resolute', forming part of the expedition sent

in search of Sir John Franklin in 1852, was abandoned in
Latitude 74°41' N. Longitude 101°22' W. on 15th May 1854.
She was discovered and extricated in September 1855, in
Latitude 67° N. by Captain Buddington of the United States
Whaler 'George Henry'. The ship was purchased, fitted out
and sent to England, as a gift to Her Majesty Queen Victoria
by the President and People of the United States, as a token
of goodwill & friendship. This table was made from her
timbers when she was broken up, and is presented by the
Queen of Great Britain & Ireland, to the President of the
United States, as a memorial of the courtesy and loving
kindness which dictated the offer of the gift of the
"Resolute'."



Desk Chair

The brown leather desk chair was acquired by the White House
in 1989.

Pair of Chinese Fish Bowls

The large circular porcelain bowls presently being used as
planters on either side of the sofa table were made in China,
circa 1800. Decorated in the "famille rose" style with exotic
birds among rocks and flowering trees on a white ground, they
were a gift to the White House from Mrs. Lammot duPont Copeland
in 1980. 980.1420.1-2

Chest of Drawers

The simple mahogany chest to the left of the south windows
is a mid-nineteenth-century country version of a Federal-style
chest of the late eighteenth century. Four graduated drawers are
ornamented with satinwood stringing and brass pulls stamped with
the American eagle. This American chest was acquired with
contributed funds in 1962. 962.335.1

culpture - "The Thinker" by Auguste Rodin (1840-1917)

This bronze of Rodin's famous sculpture was cast early in
the 20th century by the Alexis Rudier Foundry. It reportedly
descended in the Rodin family until it was given to Paul Doumer,
French statesman and President of the French Republic, 1931-32.
It has been lent for President Clinton's Oval Office by the
B. Gerald Cantor Collection, which acquired it in Paris in the
mid-1970s. L93.196.1

Painting - "The Avenue in the Rain"
by Frederick Childe Hassam (1859-1935)

During and shortly after World War I, the streets of New
York were often hung with flags and banners in support of the
Allied war effort. From 1916 to 1919, Childe Hassam executed
about 30 paintings of these patriotic scenes. Painted in
February 1917, even before the United States entered the war,
this oil on canvas, one of Hassam's best, shows large American
flags multiplied by their own reflections in the wet pavement.
This painting was a gift to the White House in 1963 from
T.M. Evans. 963.422.1
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Sculpture - "The Bronco Buster"
by Frederic Remington (1861-1909)

The important bronze sculpture of a cowboy riding a spirited
horse was cast by the Roman Bronze Works, Corona, New York, circa
1903. The original design, which was Remington's first work of
sculpture, was copyrighted by him in 1895 and at first sand-cast
by the Henry Bonnard Company. This example, #23 of the lost-wax
castings executed by the Roman Bronze Works, was a gift to the
White House in 1973 from Miss Virginia Hatfield and Mrs. Louise
Hatfield Stickney in memory of their father, James T. Hatfield.

973.1019.1

Tall-Case Clock

The case of the magnificent American clock standing against
the east wall was probably made by John and Thomas Seymour,
prominent Boston cabinetmakers, in the early nineteenth century.
Although the dial is not marked, the works are possibly by James
Douell of Charlestown, Massachusetts, who made the works for a
nearly identical Seymour case. This case 1is fashioned of a
richly grained mahogany and features the beautiful craftsmanship
of the Seymours. This clock and many other pieces of Seymour
furniture were acquired for the White House in 1972 with funds
contributed by the White House Historical Association. 972.919.1

Card Tables

The pair of mahogany folding-top card table flanking the
mantel was made in New England, possibly in Connecticut, 1790-
1810. Crafted in the Sheraton style with a bowed apron, turreted
front corners, and tapering reeded legs, these tables are
decorated with bands of a key-motif inlay and panels of fancy-
grained veneers. They were a gift to the White House from Mrs.
Francis B. Crowninshield in 1946. 946.1333-1334

Bust of Benjamin Franklin by Jean-Antoine Houdon (1741-1828)

This portrait bust of Franklin in plain period dress is
probably the most familiar depiction of this famous American
statesman, largely because so many other artists copied Houdon's
likeness. A terra cotta bust executed in 1778, when Franklin was
American minister to France, was possibly the original from which
Houdon fashioned this bronze copy, the only one accepted to be by
Houdon himself, and other plaster and marble copies. This
important bust, by one of the most famous sculptors, was a gift
to the White House in 1980 from J. William Middendorf, II, and
the White House Historical Association. 980.1427.1
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Painting - "The Three Tetons" by Thomas Moran (1837-1926)

The English-born Thomas Moran 1is best known for his
landscapes of the American West, notably the Yosemite, Zion,
Grand Canyon, and Yellowstone regions. His first trip west was
in 1871 when he accompanied Dr. F.V. Hayden's survey party, the
first officially to describe and map the Yellowstone Canyon.
His watercolor studies, together with Hayden's reports and
William H. Jackson's photographs, helped to convince the U.S.
Government to establish Yellowstone National Park in 1872 as the
first such public wilderness preserve in the country. This oil
on canvas landscape, a view of the Idaho or western side of the
Teton Range, was executed circa 1895, apparently from sketches
made in 1879 during Moran's only visit to those mountains.

It was a gift to the White House from C.R. Smith in 1966.
965.591.1

Portrait of George Washington by Rembrandt Peale (1778-1860)

The portrait of George Washington over the mantel 1is one of
the so-called "porthole" portraits by noted American artist,
Rembrandt Peale. The original likeness, begun in 1823, is
believed to be the one which now hangs in the 0Old Senate Chamber
of the United States Capitol. From it, Peale painted 79 similar
portraits, some in civilian dress, as the Capitol painting, and
some in the buff and blue uniform of the Continental Army, such
as this example. This oil on panel portrait was a gift to the
White House from Mrs. John N.M. Howells in 1962. 962.313.1

Mantel

The white marble mantel was installed in the original Oval
Office when that room was constructed in the expanded West Wing
in 1909 during the administration of President William Howard
Taft. When the Oval Office was moved to its present location
during the 1934 expansion of the West Wing, this mantel was
installed in this new room. Its classical lines include Ionic
columns, a frieze carved with drapery and rosettes, and a row of
dentils beneath the cornice. P09.B02635.1

Pair of Chinese Jars

The tall porcelain jars on the mantel were made in China in
the K'ang Hsi period (1662-1722). These baluster-shaped jars are
decorated in the "kanulle verte" style with a handsome garden
motif of flowering trees rising from behind walls. The lids are
surmounted by polychrome "fo-dog" finials, a Buddhist guardian

symbol. These vases were acquired for the White House in 1973.
973.988.1-2
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Chinese Export Porcelain Bowl

The small circular bowl on the mantel, used for plants, was
made in China early in the 19th century. It is decorated in the
"famille rose" style with a gold and red cross-hatched border on
the exterior and interior of the rim. The white exterior bears
a scroll-framed reserve panel of a peacock. This bowl was a gift
to the White House from Mrs. Herbert Pratt in 1929. 929.1356.1

American Andirons

The fireplace 1is equipped with a pair of Chippendale-style
brass andirons made circa 1780. They have urn finials atop tall
columns supported by spurred cabriole legs on ball-and-claw feet.
These andirons were acquired for the White House 1in.:1973 with
funds contributed by the White House Historical Association.

973.1022.1-2

American Fender

On the hearth stands a serpentine fender, circa 1800,
probably made in New York. The brass rim supports three urn
finials, while the iron wirework grill 1is decorated in a
scrolled-vine motif. This fender was a gift to the White House
from Sotheby-Parke Bernet, Inc., in 1973. 973.968.1

Firetools

The set of brass firetools - shovel, poker, tongs, brush,
and stand - have been used in the Oval Office since the Kennedy
administration. The tools feature a double-urn finial, while the
stand base 1is pierced in an oval pattern. P00.F00706.1-5

Painting - "City of Washington From Beyond the Navy Yard"
by George Cooke (1793-1849)

This o0il on canvas painting, to the left of the mantel,
depicts the city of Washington in 1833 as seen from the
southeast, across the Anacostia River on which is situated the
Washington Navy Yard. The White House can be seen at the left
center and the U.S. Capitol, with the Bulfinch dome, at the right
center. An engraving based on this painting was a popular
nineteenth-century depiction of the city. This painting was a
gift to the White House from The Morris & Gwendolyn Cafritz
Foundation in 1972. 972.883.1
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Bust of Harry S. Truman by Charles Keck (1875-1951)

The bust of President Truman on the card table to the left
of the mantel was cast in bronze in 1947 by the Roman Bronze
Works, Corona, New York. It was presented to the President,
who had posed for the sculptor in the Oval Office, by the
American Legion in an Oval Office ceremony in June 1947.

Armchairs

The two upholstered armchairs in front of the fireplace were
made in the Chippendale style by Kittinger & Co., Buffalo, New
York. They feature a serpentine crest, upholstered arms on
recessed concave supports, and cabriole front legs with carved
knees and ball-and-claw feet. These chairs were purchased for
the Oval Office in 1981.

Pembroke Tables

The breakfast or "pembroke" tables, adjacent to the sofas,
were made in the Hepplewhite style in New York, circa 1785-1800.
Each has a single drawer and drop leaves. The characteristic
square tapering legs are inlaid with satinwood bellflowers, mock-
fluting, and cuffs, while satinwood stringing appears throughout.
One table was a 1960 gift to the White House from the National
Society of Interior Designers; the other was acquired to match in
1973 with funds contributed by the White House Historical
Association. 960.3773.1, 973.1004.1

Table Lamps

Standing on the pembroke tables are a pair of French Empire
porcelain urns made in Paris, c.1810, which have been mounted as
lamps. An unidentified coat-of-arms appears on the heavy gold
and red geometric band on the neck, a motif repeated on the
shoulder of the bowl. Gilded handles emerge from classical white
male masques. These were acquired with funds contributed to the
White House in 1974. 974.1065.1-2

Sofas

The pair of modern upholstered sofas were purchased for the
Oval Office 1in 1989. Of simple rectilinear line with a rolled
crest and arms, these sofas were purchased with funds donated for
the 1989-1990 redecoration of the office. P89.H03471.1-2








