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Augustus Saint-Gaudens’s The Puritan
Founders’ Statues, Indian Wars, Contested Public Spaces,
and Anger’s Memory in Springfield, Massachusetts

Erika Doss

Dedicated in 1887 in Springfield, Massachusetts, The Puritan is a large bronze statue of a menacing figure clutching a
huge Bible. Commissioned as a memorial to Deacon Samuel Chapin (1595–1675), The Puritan was designed by Augustus
Saint-Gaudens and erected in an urban park surrounded by factories and tenements. After repeated vandalism, it was moved
“uphill” to Springfield’s cultural quadrangle in 1899. Contextualizing The Puritan in geographic and affective terms, this
essay argues that the statue’s public disavowal was conditioned by Saint-Gaudens’s general disdain for New England’s
seventeenth-century founding fathers and in particular their fraught relationships with American Indians.

DEDICATED IN 1887 in Springfield, Massa-
chusetts, The Puritan is an oversized bronze
statue of a righteous religious man covered

from head to toe in stiff, heavy clothes: buckled stee-
ple hat, voluminous high-collared cape, multibut-
toned doublet, baggy breeches, and thickly ribbed
hose (fig. 1). Clutching a huge Bible in his left hand
and a gnarled wooden staff in the other, this impos-
ing icon of New England patriarchy is capturedmid-
stride, tenaciously tromping through a New World
wilderness represented by a few branches of ever-
greens near his sturdy, thickly shod feet. His lips
are pursed in a frown; his eyes obscured by the brim
of his hat. Placed high atop a granite pedestal, The

Puritan is forbidding and menacing, a Gilded Age
version of Bela Lugosi’s Dracula (1931) or Darth
Vader in the Star Wars trilogy (1977–83). He is also
sternly disapproving. As a critic in the Art World re-
marked in 1917, “The very pose of his feet expresses
the rigidity of his views concerning other forms of
Protestantism, of the Scarlet Woman, of backsliders
and those wallowers in uncleanliness and ignorance
the Indians.”1

The 8½-foot statue was commissioned as a me-
morial toDeaconSamuelChapin (1595–1675), one
of Springfield’s founding fathers and prominent
Protestant layman who died shortly after Algonqui-
an Indians burned the town to the ground during
King Philip’s War, the bloodiest conflict of the early
colonial era. Designed by American artist Augustus
Saint-Gaudens (1848–1907), the well-known sculp-
tor of the Shaw Memorial (1884–97), the Sherman
Monument (1892–1903), and the controversial
nude figure Diana (1891–93), The Puritan was origi-
nally erected in Stearns Square, a small plat of lawn
located near the train station, tenements, and facto-
ries of Springfield’s industrial downtown. The archi-
tect Stanford White, Saint-Gaudens’s close friend
and frequent collaborator, was commissioned to re-
configure the park’s landscaping and design the stat-
ue’s pedestal. In 1899, after repeated episodes of
vandalism, The Puritan was removed and rededicated

Erika Doss teaches in the Department of American Studies at
the University of Notre Dame.

Versions of this essay were presented at theMetropolitanMuseum
of Art’s Augustus Saint-Gaudens in the Metropolitan Museum of Art Sympo-
sium (October 9, 2009), the Newberry Library’s Seminar in American
Art andVisual Culture (October 16, 2009), and theAddisonGallery of
Art’s Coming of Age: A Symposium Celebrating a Century of Art and Artists
from the Collection of the Addison Gallery of Art (November 4, 2006). The
author thanksMichele Bogart, Sarah Burns, Joseph Carvalho III, Alice
Levi Duncan, Elizabeth Lee, Cynthia Mills, Ellen Skerrett, Jerome
Tharaud, and Thayer Tolles for their constructive criticism, and staff
at the Connecticut Valley Historical Museum, Springfield, MA, and
Dartmouth College Library, Hanover, NH, for their research assis-
tance. The author thanks especially student assistant Felicia Caponigri.
Research for this essay was supported by grants received from the In-
stitute for Scholarship in the Liberal Arts, College of Arts and Letters,
University of Notre Dame.

B 2013 by The Henry Francis du Pont Winterthur Museum,
Inc. All rights reserved. 0084-0416/2012/4604-0002$10.00

1 “Saint-Gaudens and His Work,” Art World 1 (February 1917):
302. Springfield locals call the statue “the flasher.”
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Fig. 1. Augustus Saint-Gaudens, The Puritan, Springfield, MA, 1883–86 (dedicated 1887).
Bronze, with granite pedestal designed by Stanford White; H. 8′ 7½00. (Photo, Nova Seals.)
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near the city’s newly built art museum, uphill and
about onemile away from Springfield’s dirty, crowded
urban center.

Removing public art is not uncommon in Amer-
ica, and iconoclastic assaults on memorials and
monuments considered offensive and inappropri-
ate have a long history, from the destruction of
statues of British monarchs during theWar of Inde-
pendence to the defacement of Confederate me-
morials today. Memorials are typically moved, and
occasionally destroyed, when the histories and
ideologies they embody are deemed illegitimate
and invalid. They are most often vandalized during
times of significant political and social change,
when various publics angrily contest and attempt
to revise the origin myths and symbolic figures that
shape and direct the terms of both local and national
identity. In 1776, for example, rebellious colonists
pulled down an equestrian statue of King George III
in New York’s Bowling Green. In 1900, unknown
parties defaced an elaborate granite canopy hous-
ing Plymouth Rock, the venerated (and entirely
fabricated) landfall of the Mayflower Pilgrims in
Massachusetts. (The Pilgrims actually first landed
further north, at Cape Cod.) In 1969 members of
Students for a Democratic Society blew up a monu-
ment erected to policemen in Chicago’s Haymarket
Square; in 1970, just weeks after the statue had been
repaired, members of the Weather Underground
blew it up again.2

In late nineteenth-century Springfield, The Pu-
ritan incited similarly angry feelings among the
working-class publics who lived near the memorial
and viewed it as a threat to their claims on urban
public space. Their disavowal of the statue was
conditioned by Augustus Saint-Gaudens’s own
conflicted feelings about the privileging of Puri-
tans and Puritanism in Gilded Age America. Seem-
ingly an unambiguous memorial dedicated to
Springfield’s first deacon, The Puritan’s menacing
impression was inflected by Saint-Gaudens’s general
disdain for New England’s seventeenth-century
founding fathers and in particular their fraught re-
lationships with American Indians. Ironically, The
Puritan would become one of his best known and
most widely reproduced works of art (fig. 2).

Statue Mania

The 1887 unveiling ofThe Puritan took place during
a ceremony attended by Springfield’s leading politi-
cians and businessmen and members of the Chapin
family. The Reverend Aaron L. Chapin, president of
Beloit College in Wisconsin and a lineal descendant
ofDeaconChapin, delivered an address praisingThe
Puritan’s “manly stature” and proclaimed, “The no-
blest and best features of our nation were derived
from its Puritan founders.”After detailing the deacon’s
history, including his flight from “tyranny and perse-
cution” in England to his arrival in Springfield in the
1640s, the reverend recited a poem specially com-
missioned for the statue’s dedication:

Again there strides beneath the wintry sky,
With ancient aspect, lordly, stern and grand,
This man of iron will and iron hand; …
Above his head the storm-clouds darkly fly,
The solitudes press near with awful moan;
The strange and witch-like shadows of his day
About him, like his cloak, are weirdly thrown.
We know thee, Puritan, and feel thy sway
Where narrow bound of empire vast have grown;
From thought and deed thou passest not away.

(George Pinckney)3

At the conclusion of his remarks, several Chapin
children removed the large US flag that had hidden
the statue from viewers, prompting a “spontaneous
burst of applause” from the crowd.4

Saint-Gaudens’s authoritarian bronze is a per-
fect example of Gilded Age “statue mania,” an epi-
demic of public statuemaking that erupted in late
nineteenth-century America (and Europe). Con-
current with the City Beautiful premise that urban
ills and immorality could be remedied by designing
harmonious and well-ordered civic centers, statue
mania was informed by aspirations of aesthetic
decoration, social control, and nation building.5

Especially after the divisiveness of the Civil War,

2 Arthur S. Marks, “The Statue of King George III in New York
and the Iconography of Regicide,” American Art Journal 13, no. 3
(Summer 1981):61–82; “Vandals at PlymouthRock,”NewYork Times,
December 13, 1900, 2; James Green, Death in the Haymarket: A Story
of Chicago, the First Labor Movement and the Bombing That Divided Gilded
Age America (New York: Pantheon, 2006), 314–16. See also ErikaDoss,
Memorial Mania: Public Feeling in America (Chicago: University of
Chicago Press, 2010), 10–11, 361–62.

3 Reverend Aaron L. Chapin, Unveiling of the Chapin Monument
at Springfield, Mass., Thursday, November 24, 1887 (Springfield, MA:
Louis H. Orr, 1887), 6–7, 16. This privately printed pamphlet is
found in the Connecticut Valley Historical Museum Genealogy
and Local History Library, Springfield, Massachusetts. Although
Deacon Chapin was (and is) hailed as one of Springfield’s found-
ing fathers, the town was founded by William Pynchon in 1636 as
a fur-trading post; see Stephen Innes, Labor in a New Land: Economy
and Society in Seventeenth-Century Springfield (Princeton, NJ: Princeton
University Press, 1983), 3–16.

4 “The Chapin Statue: Unveiled, Dedicated and Presented to
the City,” Springfield Daily Union, November 25, 1887, 4.

5 OnCity Beautiful ideals see, e.g., Michele Bogart, Public Sculpture
and the Civic Ideal in New York City, 1890–1930 (Chicago: University of
Chicago Press, 1989), 56–60; William H. Wilson, The City Beautiful
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countless American cities vied for various forms of
public art that might help reimagine what Benedict
Anderson terms the “affective bonds of national-
ism.” As critic William Dean Howells recommended
in the Atlantic Monthly shortly after the war, monu-
ments andmemorials should be erected in “the busy
hearts of towns” and should follow a “ruling senti-
ment” that was “triumphant and trustful.”6

Commemorating great American men—men of
“iron will and iron hand”—and idealized historical
moments, statues like The Puritan both embellished
thepostbellumpublic landscape andencouragedpas-
sionate and consensual understandings of national
belonging via repeated lessons of collectivity and com-
mitment. As Springfield’s Mayor Elisha BurrMaynard
observed when he accepted The Puritan for the city,
“Springfield is beautiful in many spots, and the city
needs to be adorned in such places to teach the les-
sons of progress. The monument of Bunker Hill is a
lesson of liberty to every child who sees it. The sol-
dier’smonument onCourt Square is a lesson of patri-
otic duty.” The Puritan,Maynard added, “teaches the
privations” to which America’s early colonists “were
subjected,” and “the liberty of worship which they
had secured.” Reverend Chapin echoed: “May the
setting of this monument lead many who look upon
it to imitate the exampleof himwhom it represents!”7

Similarly instructive statues commemorating
New England’s great men were erected through-
out the Gilded Age. In 1871 Franklin Simmons’s
statue of Puritan pastor Roger Williams was dedi-
cated in Providence, Rhode Island. In 1882
Thomas R. Gould’s statue of founding father Dea-
con John Bridge was installed in Cambridge, Mas-
sachusetts. In 1884 Daniel Chester French’s statue
of Puritan clergyman John Harvard, his right hand
resting on a large book that is probably a Bible,

was erected at Harvard College (fig. 3). In 1885
John Quincy Adams Ward’s The Pilgrim, a bronze
statue of a musket-bearing colonist, was unveiled
in New York’s Central Park (fig. 4).

In Springfield in 1882, Jonathan Scott Hartley’s
statue of seventeenth-century settler Captain Miles
Morgan was erected in the city’s Court Square, a
gift from fifth-generation Chapin family descen-
dant Henry T. Morgan, a wealthy New York banker
related to J. P. Morgan (fig. 5). Hartley’s statue of
the swaggering, well-dressed cavalier apparently in-
censed the Chapins, who despite distant lineal con-
nections saw Morgan family claims on Springfield’s
founding as a threat to their own claims (and their
contemporaneous business interests) and subse-
quently hired Augustus Saint-Gaudens to firmly
assert their regional legacy. In the nineteenth cen-
tury the Chapin family was one of the most prom-
inent in the country and exceptionally so in New
England. An 1862 “Chapin Gathering” in Spring-
field drew several thousand descendants and fea-
tured a parade, a picnic, laudatory speeches,
letters of congratulation from Henry Ward Beecher
(a direct descendant) and William H. Seward (then
Secretary of State), and a commemorative poem by
popular writer Josiah Gilbert Holland.8

The Puritan’s commission originatedwithChester
W. Chapin Sr., a sixth-generation descendant who
helped organize the 1862 family reunion. Chapin
was Springfield’s “richest man” and “boss of one of
the state’s most powerful and aggressive large cor-
porations,” the Boston and Albany Railroad. Born
in 1798, Chapin lived in Springfield most of his
life and became a master of nineteenth-century
transportation, first running stagecoaches and
steamboats and ultimately controlling one of New
England’s most important rail lines. He was, an
associate recalled, “one of the hardest men I ever
knew.”A stockholder inmultiple companies, Chapin
organized Springfield’s Chapin National Bank to
handle his “diverse investments” and served as Dem-
ocrat representative to Congress in the mid-1870s.9

An inveterate civic booster, Chapin deeded the land
for Springfield’s first city hall in the 1850s, helped
endow the Dorcas Chapin Hospital for the care of
the poor, and was an early patron of architect Henry

Movement (Baltimore: JohnsHopkinsUniversity Press,1989).On statue
mania in Europe see Maurice Agulhon, “La ‘statueomanie’ et l’his-
toire,” Ethnologie française 8, no. 1 (1978): 145–72; Penelope Curtis,
Sculpture, 1900–1945 (Oxford: Oxford University Press, 1999), 38–39;
June Hargrove, The Statues of Paris, an Open-Air Pantheon: The History
of Statues to Great Men (New York: Vendome, 1990). For examples of
statuemania in America see Bogart, Public Sculpture and the Civic Ideal;
Wayne Craven, Sculpture in America, rev. ed. (Newark: University of
Delaware Press, 1984), 372–553; Melissa Dabakis, Visualizing Labor
in American Sculpture: Monuments, Manliness, and the Work Ethic,
1880–1935 (Cambridge: Cambridge University Press, 1999); Lorado
Taft, The History of American Sculpture, rev. ed. (New York: MacMillan,
1924); see also the discussion of statuemania inDoss,MemorialMania,
20–30.

6 Benedict Anderson, Imagined Communities: Reflections on the Or-
igin and Spread of Nationalism (New York: Verso, 1983), 64; William
Dean Howells, “Question of Monuments,” Atlantic Monthly 17,
no. 103 (May 1866): 648.

7 Elisha BurrMaynard, quoted in Chapin,Unveiling of the Chapin
Monument, 11, and Rev. Chapin quoted on 17.

8 The Chapin Gathering: Proceedings at the Meeting of the Chapin
Family in Springfield, Mass., September 17, 1862 (Springfield, MA:
Samuel Bowles, 1862).

9 Edward Chase Kirkland, Men, Cities, and Transportation: A
Study in New England History (Cambridge, MA: Harvard University
Press, 1948), 1:369; Michael Frisch, Town into City: Springfield, Mas-
sachusetts, and the Meaning of Community, 1840–1880 (Cambridge,
MA: Harvard University Press, 1972), 39, 120.
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Hobson Richardson, who designed Springfield’s
NorthCongregationalChurch (1872) and fourother
buildings in town. In 1882 Chapin commissioned
Saint-Gaudens to design “a lasting monument” that
would “adorn his native city” and “perpetuate the
memory of his worthy ancestor.”10

Chapin’s eldest son, Chester W. Chapin Jr., was
a friend of Saint-Gaudens and a wealthy financier.
He was also a public art patron who, for example,
donated funds to build New York’s Washington
Square Arch (1892), a permanent marble memo-
rial designed by Stanford White that celebrated
the centennial of George Washington’s inaugura-
tion. Chapin Jr. and Saint-Gaudens met in Paris in
the late 1870s, where the artist was living with his
wife Augusta (whom he married in 1877) and

Fig. 2. Augustus Saint-Gaudens in his Paris studio with a plaster cast of The Puritan, 1898. (US De-
partment of the Interior, National Park Service, Saint-GaudensNationalHistoric Site, Cornish, NH.)

10 Moses King, ed.,King’s Handbook of Springfield, Massachusetts: A
Series of Monographs, Historical and Descriptive (Springfield, MA: James
D.Gill, 1884), 161, 222; Chapin,Unveiling of the ChapinMonument, 7, 9.
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working on the Farragut Monument for New
York’s Madison Square Park, his first major public
commission.11 Chapin and his family were, like
privileged characters in various Henry James nov-
els, living in Paris, leisurely touring Europe, and
commissioning and collecting art.

As an emergent American artist from a working-
class background—born in Dublin during the peak
of the Irish potato famine, raised in Lower Manhat-
tan by an emigrant shoemaker, apprenticed at age
thirteen to a cameo carver—Saint-Gaudens was
canny about courting the “right” patrons to ad-
vance his career.12 In the 1880s the Chapins (and
other American elites, like the Vanderbilts) were
ideal patrons: Gilded Age culture brokers with signif-
icant social and political connections. Saint-Gaudens
was also typically broke and, especially after the criti-
cal success of the Farragut Monument (dedicated
in New York in 1881), increasingly in demand and
financially overextended: running several studios,

paying the salaries of multiple assistants, and financ-
ing several households including an apartment in
New York and a summer home in New Hampshire.
“The pressure for money was always unbearable to
him,” studio assistant René De Quélin later re-
called.13

The Chapins, in a sense, became a lucrative
cottage industry for Saint-Gaudens. In 1879 he
produced a bas-relief portrait of Emelia Ward
Chapin, his friend’s wife; in 1881 he sculpted a
marble bust of Chester W. Chapin Sr. (fig. 6); in
1888 he made a bronze relief of Edwin H. Chapin,
a Universalist clergyman who was an eighth-gener-
ation descendant of Deacon Chapin.14 His bust of
Chapin Sr. became the model for the head of The
Puritan, “assuming,” Saint-Gaudens later wrote,

Fig. 3. Daniel Chester French, John Harvard, Harvard College, Cambridge, MA, 1884. Bronze;
H. 7000. (Photo, Nova Seals.)

11 “TheWashingtonMemorial Arch,”The Critic 31 (February 7,
1891): 74. For details on the relationship between Saint-Gaudens
and the Chapin family, see Joyce Karen Schiller, “The Artistic Col-
laboration of Augustus Saint-Gaudens and Stanford White” (PhD
diss., Washington University, 1997), 169–72; on the Farragut com-
mission see Bogart, Public Sculpture and the Civic Ideal, 29–33.

12 For Saint-Gaudens’s biography see Burke Wilkinson, The
Life and Works of Augustus Saint-Gaudens (Fort Washington, PA:
Eastern National, 2006).

13 René De Quélin, “Early Days with MacMonnies in St. Gau-
dens Studio,” Arts and Decoration 16, no. 6 (April 1922): 425. Saint-
Gaudens often borrowed money from Stanford White; see Paul R.
Baker, Stanny: The Gilded Life of StanfordWhite (New York: Free Press,
1989), 188.

14 Fordetails onChapin family commissions see JohnH.Dryfhout,
The Work of Augustus Saint-Gaudens (Hanover, NH: University Press of
New England, 1982), 101, 116, 169. Thayer Tolles notes that while
many of Saint-Gaudens’s portrait reliefs were noncommissioned “to-
kens of friendship,” the artist also considered them “worthy of public
scrutiny” and submitted them to exhibitions where such works were
often for sale; see Thayer Tolles, “‘Refined Picturesqueness’: Augustus
Saint-Gaudens and the Concept of ‘Finish,’” in Augustus Saint-Gaudens,
1848–1907: AMaster of American Sculpture, ed.AlainDaguerreHureaux
(Toulouse: Musée des Augustins, 1999), 61.
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“some family resemblancewith theDeacon, whowas
his direct ancestor.” But, he added, “I developed it
into an embodiment, such as it is, of the ‘Puritan.’”15

Saint-Gaudens began working on the statue shortly
after the Springfield patriarch’s death, in June 1883.
If the commission began in homage to one of
Springfield’s first Anglo-American pioneers, it
evolved into a Gilded Age icon of Puritanism. The
memorial ’s base was inscribed “1595 Anno
Domini 1675/Deacon Samuel Chapin/One of the
Founders of Springfield” and “Given to the City of
Springfield by/ChesterW. Chapin/1882.”But from

the moment he began working on this statue, Saint-
Gaudens called it the “Puritan.”

Puritan Revival

Gilded Age statues like The Puritan, Roger B. Stein
contended, functioned as foundational national
biography: here was the spiritual ancestor of all
America cast in bronze.16 Simultaneous with post–
Civil War nation rebuilding was interest in a Puritan
past that embodied the moral values, social domi-
nance, and political leadership of the nation’s New
England, and specifically Anglo Saxon, colonists. “A
mythic region called Old New England—rural, pre-
industrial, and ethnically ‘pure,’” was largely in-
vented in the late nineteenth century, writes Dona
Brown, and was heavily promoted to middle-class

Fig. 4. John Quincy Adams Ward, The Pilgrim, Central
Park, NY, 1884 (unveiled 1885). Bronze with granite
pedestal designed by Richard Morris Hunt; over life-size.
(Photo, Alex Fox.)

15 Augustus Saint-Gaudens, The Reminiscences of Augustus Saint-
Gaudens, edited and amplified by Homer Saint-Gaudens, 2 vols.
(New York: Century, 1913), 1:354.

16 Roger B. Stein, “Gilded Age Puritans,” in Picturing Old New
England: Image and Memory, ed. William H. Truettner and Roger B.
Stein (New Haven, CT: Yale University Press, 1999), 60–61.

Fig. 5. Jonathan Scott Hartley, Captain Miles Morgan,
Court Square, Springfield, MA, 1882. Bronze; over life-
size. (Photo, Nova Seals.)
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American tourists “looking for an imagined world of
pastoral beauty, rural independence, virtuous sim-
plicity, and religious and ethnic homogeneity.”17

As the myth took hold, religious and social distinc-
tions between Puritans (who founded Boston and
theMassachusetts Bay Colony in 1630) and Pilgrims
(who first landed at what is now Provincetown, Mas-
sachusetts, in 1620) became increasingly blurred.

For late nineteenth-century artists, writers, and
critics anxious about the rapid advance ofmodernism,
immigration, and mass culture, seventeenth-century
Puritans were national role models: unbendable
men who condemned the disorder and depravity
of life on earth and resolutely focused on the
“straight and narrow path” of strict religious and so-
cial purity. Puritanism itself was often imagined as a
rigorous moral journey akin to John Bunyan’s The
Pilgrim’s Progress (1678), which traced the protagonist’s
difficult path from the City of Destruction to the
Celestial City, or from chaos to control. Puritans,
by extension, were admired as steadfast spiritual
pioneers who fled England and the Anglican
church to establish a reformed Christian covenant
in the NewWorld, as unyieldingmen of faith whose
divine manifest was to tame and civilize the wilder-
ness and create God’s kingdom in America: a New

Jerusalem, a “city upon the hill.”Depictedmidstride
on this “errand into the wilderness,” clutching the
huge book that sanctioned his patriarchal and exe-
getical authority, Saint-Gaudens’s The Puritan exem-
plifies these Gilded Age perceptions.18 As Reverend
Chapin recited at the statue’s dedication: “We know
thee, Puritan, and feel thy sway / Where narrow
bound of empire vast have grown; / From thought
anddeed thoupassestnot away.”OrasTeddyRoosevelt
echoed in1907, whenhe laid the cornerstone for the
Pilgrim Monument in Provincetown, Rhode Island:
“The Puritan’s task was to conquer a continent
[and] to lay deep the immoveable foundations of
our whole American system of civil, political, and
religious liberty.”19

Concepts and stereotypes of America’s Puritan
ancestry actually crystallized earlier in the national
narrative. Late eighteenth-century Federalists, for
example, reimagined Plymouth Colony as an “an-
cient repository of New England and American re-
publicanism” and were the first to claim Plymouth
Rock as a national talisman.20 In 1805 the New
England Society was formed in New York, the first
of hundreds of similar all-male clubs that celebrated
nationally “enduring” Puritan traits like economic
enterprise, community spirit, intellectual rigor, and
highmoral standards. The subject of Puritanism, in
fact, helped codify an almost exclusivelymasculinist
focus on America’s origins, history, and sense of na-
tional purpose. By the 1880s New England Society
membership numbered over 10,000 prominent
professional men, including J. P. Morgan, John D.
Rockefeller, John Wanamaker, and Chester W.
Chapin Jr. (elected a lifetimemember in1889). Club
activities included hosting lavish Thanksgiving Day
get-togethers, featuring special menus and invited
speakers, and sponsoring Puritan statues. In 1885
NewYork’sNewEngland Society commissionedWard’s
The Pilgrim. In 1903 Philadelphia’s New England
Society commissioned a similarly named statue, a re-
vised version of Saint-Gaudens’s Springfield sculp-
ture, and installed it in front of Philadelphia’s City

Fig. 6. Augustus Saint-Gaudens, Chester W. Chapin, 1881.
Plaster bust (destroyed);H.2100.(Photo, LymanandMerrie
Wood Museum of Springfield History, Springfield, MA.)

17 Dona Brown, Inventing New England: Regional Tourism in the
Nineteenth Century (Washington, DC: Smithsonian Institution Press,
1995), 9.

18 See Perry Miller’s Errand into the Wilderness (Cambridge, MA:
Harvard University Press, 1956) for one consideration of what the
Puritan mission meant to the Puritans.

19 Theodore Roosevelt quoted in Edmund J. Carpenter, The
Pilgrims and Their Monument (New York: D. Appleton & Co., Pub-
lishers, 1911), 76; as noted in John Seelye, Memory’s Nation: The
Place of Plymouth Rock (Chapel Hill: University of North Carolina Press,
1998), 556. The Pilgrim Monument was dedicated in 1910.

20 Lawrence Buell, New England Literary Culture, from Revolution
through Renaissance (Cambridge: Cambridge University Press, 1986),
193–213; Joseph A. Conforti, Imagining New England: Explorations of
Regional Identity from the Pilgrims to the Mid-Twentieth Century (Chapel
Hill: University of North Carolina Press, 2001), 181.
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Hall in 1905 (fig. 7). (It was moved to Philadelphia’s
Fairmount Park in 1920.) Reworking the head, leg,
and left hand of his original figure of DeaconChapin,
rendering him slightly more severe, Saint-Gaudens
also perched this pilgrim on a rocklike pedestal (a
nod, perhaps, to Plymouth Rock) and definitively
labeled the huge book he is holding “HOLY BIBLE.”
By the early twentieth century, most chapters of
the New England Society had adopted a logo based

on Saint-Gaudens’s sculpted “embodiment” of an
Old New Englander.21

Fig. 7. Augustus Saint-Gaudens, The Pilgrim, 1903–4 (erected in front of Philadelphia City Hall
1905), photo 1912. Bronze; H. 9′ 100. (Photo, PhillyHistory.org, a project of the Philadelphia
Department of Records.)

21 Julia B. Rosenbaum, Visions of Belonging: New England Art and
the Making of American Identity (Ithaca, NY: Cornell University Press,
2006), 65–67; on the New England Society see also Gretchen A.
Adams, The Specter of Salem: Remembering the Witch Trials in
Nineteenth-Century America (Chicago: University of Chicago Press,
2008), 109–10, 138–41; Richard Peet, “A Sign Taken for History:
Daniel Shays’Memorial in Petersham, Massachusetts,” Annals of the
Association of American Geographers 86, no. 1 (March 1996): 23–25.
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Recognizing The Puritan’s iconic appeal and
strapped for cash, Saint-Gaudens began thinking
about having it (and a few other sculptures he had
designed) reproduced and commercially marketed
in smaller bronze editions. Paul Bion, a French
sculptor he had known since they studied together
at the École des Beaux-Arts in Paris in the late1860s,
encouraged him, remarking, “What are you singing
to me about your Diana and your Puritan, that
they’re going to line your pockets with a Niagara of
gold?”22 French artists such as Antonin Mercié,
whose Robert E. Lee Monument was unveiled in
Richmond, Virginia, in 1890, enjoyed both popular
and financial success selling smaller bronze multi-
ples of their larger public works to wealthy Gilded
Age patrons. Acting accordingly, Saint-Gaudens had
The Puritan reduced and cast in Parisian foundries
in the late 1890s (fig. 8).23 He added the inscription
“THE PVRITAN” to the base, along with a second clump
of pine branches, and produced a 31-inch bronze
statuette that sold in showrooms such as Doll and
Richards (Boston) and Tiffany and Company (New
York) for $350 to $500 each.24

The Puritan, Thayer Tolles notes, became Saint-
Gaudens’s most commercially successful and “fre-
quently reproduced” statuette, with more than forty
casts of the sculpture recorded in private and public
collections today. Teddy Roosevelt’s staff gave him
one in 1900, when he left the governorship of
New York for the US vice presidency. Others were
snatched up by corporate executives including beer
baron Rudolf Haffenreffer; baseball tycoon Jacob
Ruppert (who bought the statuette depicted in
fig. 8); and Chicago industrialist Charles Deering,
who along with J. P. Morgan and Cyrus McCormick
formed the International Harvester Company in
1902.25 Perhaps politicians and businessmen identi-
fied with The Puritan’s large, full-bellied physique
andhis absolute self-confidence; indeed,oftendressed
in a long waistcoat barely concealing his ample stom-
ach (called a “corporation” in Gilded Age slang),

typically posed with his left arm akimbo, and some-
times carrying a big stick, Teddy Roosevelt was
seemingly Deacon Chapin’s puritanical reincarna-
tion (fig. 9).26

Puritans/Pilgrims were also the subjects of some
of themost popular pictures and novels of the nine-
teenth century. GeorgeHenry Boughton’s painting
Pilgrims Going to Church (1867) depicted a group of
somberly dressed Pilgrims trudging through a snowy
NewEngland forest, carryingBibles and armed to the
teeth with muskets (fig. 10). In fact, the picture was
originally titled Early Puritans of New England Going
to Worship Armed, to Protect Themselves from Indians
and Wild Beasts. It was a favorite among crowds at
the 1876 Centennial Exposition in Philadelphia,
capturing both their “proper notion ofAmerica’s co-
lonial past” and reverberating with widespread
worries about threatening Indians after Custer’s hu-
miliating defeat at the hands of those Indians that
June at the Battle of Little Bighorn, in eastern Mon-
tana Territory.27 In 1881 Boughton illustrated The
Scarlet Letter, the steadily best-selling and critically ac-
claimed novel about Puritanmorality thatNathaniel
Hawthorne had first published thirty years earlier.
The Scarlet Letter remained popular throughout the
later nineteenth century: 20,000 copies were pub-
lished in the 1870s, including an edition illustrated
byMaryHallock Foote in 1877. It was ranked second
among the top ten greatest American books ( just
behind Ralph Waldo Emerson’s Essays) in a poll
conducted by the Critic in 1893.28

As a well-read artist with a habit, the painter Will
Low later recalled, of “sedulous research,” it is probable
that Saint-Gaudens was familiar withThe Scarlet Letter
andconsidered itwhilehewasdesigningThePuritan.29

Hawthorne’s descriptions of “stern and black-browed
Puritans” and of a seventeenth-century Old New

22 Letter from Paul Bion to Augustus Saint-Gaudens, October
26, 1894 [?], Augustus Saint-Gaudens Papers, Rauner Special Collec-
tions Library, Dartmouth College, as noted in Thayer Tolles, “The
Puritan as Statuette,” in In Homage to Worthy Ancestors: the Puritan, the
Pilgrim, ed. Henry J. Duffy (Cornish, NH: Saint-Gaudens Memorial,
2011), 69.

23 Around 1898 Saint-Gaudens also agreed to have several full-
size plaster reproductions of The Puritanmade for various museums
including theMuseum of Fine Arts in Boston and the Art Institute of
Chicago; see Dryfhout, The Work of Augustus Saint-Gaudens, 34 n. 31.

24 Thayer Tolles, “Augustus Saint-Gaudens in the Metropolitan
Museum of Art,”MetropolitanMuseum of Art Bulletin 66, no. 4 (Spring
2009): 69, 35.

25 Tolles, “The Puritan as Statuette,” 70–71; on Roosevelt and
The Puritan, see Seelye, Memory’s Nation, 556.

26 See the definition for “corporation” in James Maitland, The
American Slang Dictionary (Chicago: R. J. Kittredge, 1891), 77. Thanks
to Sarah Burns for pointing this out to me.

27 Ann Uhry Adams, The Pilgrims and Pocahontas: Rival Myths
of American Origin (Boulder, CO: Westview, 1999), 255; Karal Ann
Marling, George Washington Slept Here: Colonial Revivals and American
Culture, 1876–1986 (Cambridge,MA:HarvardUniversity Press, 1988),
58–59. Stein notes the original title of Boughton’s painting in “Gilded
Age Puritans,” 45.

28 Michael Winship, “Hawthorne and the ‘Scribbling Women’:
Publishing The Scarlet Letter in the Nineteenth-Century United States,”
Studies in American Fiction 29, no. 1 (Spring 2001): 7–8; Richard H.
Brodhead, The School of Hawthorne (New York: Oxford University Press,
1986), 52. On Foote’s illustrations for The Scarlet Letter see Sue Rainey,
“Mary Hallock Foote: A Leading Illustrator of the 1870s and 1880s,”
Winterthur Portfolio 41, nos. 2/3 (Summer/Autumn 2007): 126–29.

29 Will H. Low, A Chronicle of Friendships, 1873–1900 (New York:
Charles Scribner’s Sons, 1908), 274. Saint-Gaudens’s wife Augusta was
also a best friend of Hawthorne’s daughter, Rose Hawthorne Lathrop;
see Wilkinson, The Life and Works of Augustus Saint-Gaudens, 205.
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England ancestor—a “grave, bearded, sable-cloaked,
and steeple-crowned progenitor, who came so early,
with his Bible and his sword, and trode the unworn
street with such a stately port, and made so large a
figure, as a man of war and peace”—closely corre-
spond to the authoritarian figure that Saint-Gaudens
sculpted in bronze for Springfield.30

Sodoes theportrait ofDeaconChapinhimself cap-
tured in Josiah Gilbert Holland’s historical romance
The Bay Path: A Tale of New England Colonial Life
(1857). Setting his novel in seventeenth-century
Springfield, Holland described Deacon Chapin as

Fig. 8. Augustus Saint-Gaudens, The Puritan statuette, 1899. Bronze; H. 30½00, W. 18½00, D. 1300.
(Metropolitan Museum of Art, NY, bequest of Jacob Ruppert, 1939; photo, © Metropolitan
Museum of Art, Art Resource, NY.)

30 Nathaniel Hawthorne, The Scarlet Letter, ed. Susan S. Williams
(1851; repr.,Boston:BedfordSt.Martin’s,2007),40,41; onHawthorne’s

understandings and reservations about Puritanism, see Buell, New
England Literary Culture, 267–72; David S. Reynolds,Beneath the Amer-
ican Renaissance: The Subversive Imagination in the Age of Emerson and
Melville (Cambridge, MA: Harvard University Press, 1988), 117–27.
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a “tall, austere-looking individual” and “strict adher-
ent to orthodox doctrine” with “severemanners, pli-
able tongue, and shrewd personal policy [which]
had carried him along rapidly in the path of achieve-
ment.”Holland, a founding editor of Scribner’sMonthly
and part owner of the Springfield Republican, the city’s
well-regarded newspaper, married into the Chapin
family in 1845 and was a popular advice columnist
and lecturer. Operating as a “national clergyman to
Protestant America,” Holland was “an oracle of
proper behavior and religious inspiration” for large
numbers of post–CivilWar Americans and especially
extolled the nation’s debt to the Puritans. As he
declared in 1866, “What else did Puritanism do? It
planted one of the most remarkable nations of the
world in the wilderness. It gave the nation a love of
freedom and justice, a regard for the moral govern-
ment of God, an open Bible and a free pen and
tongue.”31 Saint-Gaudens was surely familiar with
Holland and his writings, especially since he was

commissioned to make a bronze portrait relief of
him in 1881, a year after the author’s death.32

Puritan-themed statues, paintings, historical
novels, dramatic poems, and New England Socie-
ties provided Saint-Gaudens with a wealth of con-
temporaneous sources for his memorial to Deacon
Samuel Chapin. In 1885 Saint-Gaudens rented a
house outside Cornish, New Hampshire, and hired
a local man, a brawny 6-feet-tall model named Van
Ortzen, to pose. He dressed him in historical cos-
tumes based on colonial-era woodblock prints that
some of the women in the Chapin family had col-
lected as research materials for the memorial.
Since no likeness of the seventeenth-century dea-
con existed, Saint-Gaudens drew on the bust he
had sculpted earlier of Chester Chapin Sr. and on
his own feelings about the subject. Initial clay
sketches that he developed for The Puritan show
the artist toying with a number of different themes
and postures, including a seated figure resembling
French’s statue of John Harvard (fig. 11).33

Another clay figure shows the similarly ascetic
deacon holding his cloak in his right hand, gazing
rather forlornly onto the world, and posed, Henry
J. Duffy suggests, somewhat like Saint-Gaudens’s
bronze sculpture of merchant seaman Robert R.
Randall (1750–1801), a memorial dedicated in 1884
at Sailors’ Snug Harbor in Staten Island, New York.34

Interestingly, none of Saint-Gaudens’s sketches
depict Deacon Chapin wearing a long cape, a com-
position he might have borrowed from studies of
classical sculpture or from works such as Ferdinand
Pettrich’s Washington Resigning His Commission
(circa 1841), a larger-than-life-size painted plaster
statue of George Washington dressed in a military
uniform including epaulets, sword, and floor-length
cloak.35

In still other clay sketches, Saint-Gaudens mod-
eled his portrait of Samuel Chapin with fleshier fea-
tures and amore commanding presence, suggesting

Fig. 9. Rockwood Photo Company, Theodore Roosevelt,
White House, Washington, DC, 1903. (LC-USZ62-7220,
Prints and Photographs Division, Library of Congress.)

31 Josiah Gilbert Holland, The Bay Path: A Tale of New England
Colonial Life (1857; repr., New York: Charles Scribner’s Sons,
1885), 237; Robert J. Scholnick, “J. G. Holland and the ‘Religion of
Civilization’ in Mid-Nineteenth Century America,” American Studies
27, no. 1 (Spring 1986): 57–58.

32 Dryfhout, The Work of Augustus Saint-Gaudens, 117.
33 Wilkinson, The Life and Works of Augustus Saint-Gaudens,

168–69. For illustrations of the maquettes, see Saint-Gaudens, The
Reminiscences, 2:7; Dryfhout, The Work of Augustus Saint-Gaudens,
164–65.

34 Henry J. Duffy, “Introduction,” in In Homage to Worthy
Ancestors, 3.

35 Saint-Gaudens might have seen Pettrich’s statue at the Mu-
seum of the US Patent Office (Washington, DC) or, after 1883, at
the US National Museum (the forerunner of the Smithsonian Insti-
tution). Pettrich (1798–1872), a student of Danish sculptor Bertel
Thorvaldsen, first presented the statue to the Patent Office museum
in 1842; see Theodore T. Belote, “Descriptive Catalogue of the
Washington Relics in the United States National Museum,” Proceed-
ings of the United States National Museum (Washington, DC: Govern-
ment Printing Office, Smithsonian Institution, 1916), 49:3.
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that as he worked on this founding father memo-
rial over a period of almost six years, he became
more and more aligned with an image of Puritan-
ical authority and domination. Eventually, he honed
his representation of a dramatically caped, Bible-
grasping, and grimly determined deacon into the
iconic sculpture he called The Puritan.

Puritan Parody

Intended as a celebratory ancestral monument, as
a Gilded Age lesson about Old New England’s
Protestant sense of purpose, entitlement, and cer-
tainty, Saint-Gaudens’smenacing statue is obviously
layered in multiple meanings. If The Puritan re-
spectfully met the commemorative needs of a par-
ticular New England family and subsequently
found symbolic resonance among elites anxious
about the impact of modernism and immigration
on American society, it was also shaped by an anti-
Puritan backlash that gained intensity after the
CivilWar and continued into the twentieth century.
As Julia Rosenbaum explains, Saint-Gaudens pos-
sessed an “undisguised disdain for New England
Puritan traditions” and stoked his contempt in var-
ious forms of “Puritan parody.”36

Saint-Gaudens’s sonHomer (born in1880) argued
that his father’s disdain was “much influenced” by
Joseph Wells, a draftsman who worked for the ar-
chitectural firm of McKim, Mead, and White and
“though of Puritan blood, took delight in satirizing
Puritan austerity.” According to Homer, Wells ad-
vised Saint-Gaudens to “almost caricature the typi-
cal Puritan” in his commission for the Springfield
statue, and “it was only my father’s tolerant discern-
ment and standard of art that prevented him from
accentuating, even more markedly than at present,
Puritan sternness and single-mindedness.”37 If un-
derstating the degree to which his father’s satirical
exposé of “Puritan sternness” was actually real-
ized in The Puritan, Homer at least admitted that
it existed.

Saint-Gaudens’s disdain was not unique; as
Lawrence Buell remarks, conflicted interpretations
of America’s Puritan legacy “in both its Jekyll and
its Hyde aspects” have haunted the nation since the
eighteenth century.38 George Henry Boughton’s
picture of God- and Indian-fearing Pilgrims tromp-
ing through the wilderness was matched, for exam-
ple, by alternative views of Puritanism that cast Old
New England’s seventeenth-century colonists as

Fig. 10. GeorgeHenry Boughton, Pilgrims Going to Church, 1867. Oil on canvas; H. 2900, W. 5200. (neg. no. S-117, New-York
Historical Society.)

36 Rosenbaum, Visions of Belonging, 71.

37 Homer Saint-Gaudens, box 68, folder 14, p. 15, Papers of
Augustus Saint-Gaudens, Dartmouth College Library, Hanover,
NH.

38 Buell, New England Literary Culture, 193.
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humorless demagogues. In 1883 American illus-
trator Howard Pyle spoofed their fun-hating faith
in The Puritan Governor Interrupting the Christmas
Sports, a drawing that accompanied a Harper’s arti-
cle detailing how the Plymouth Pilgrims “outlawed”
Christmas (fig. 12). “Measured by our standards,”
the author explained, “the sad-faced Puritan who
drove Christmas and Roger Williams into exile
was a sour fanatic, a narrow and intolerant bigot.”39

Pyle’s image of a grim deacon clutching a huge Bi-
ble and scolding Christmas Day merrymakers who

are playing boccie and drinking beer helped make
the point. Likewise, showing Deacon Chapin
wielding a wooden staff that cunningly resembles
the long barrel of a musket, Saint-Gaudens inti-
mated that this Springfield Puritan was not so
much “going to church” as “going to hunt down”
pilgrims deviating from Calvinism’s straight and
narrow path.

Despite their overall project of Protestant reli-
gious reformation and tolerance in the NewWorld,
the Puritans were, in fact, notorious exclusionists:
Christian fundamentalists who expelled antinomian
dissenters like Anne Hutchinson, Roger Williams,
and anyone else who challenged their unyielding in-
terpretations of faith, law, and order. Rethinking
Old New England’s contributions to the national
narrative, from its hegemonic claims on America’s
origins to its execution of witches, persecution of
Quakers, andmistreatment of Indians, many Gilded
Age intellectuals and artists bluntly criticized the
Puritans and condemned America’s Puritan past.
At the unveiling of Ward’s statue The Pilgrim in
New York’s Central Park, Harper’s editor George
William Curtis said Americans “must not think” of
the Puritans as “ignorant and half crazy zealots,”
but this was howmany did imagine them in the late
nineteenth century.Naturalist JohnMuir denounced
them as “pious destroyers” of the American land-
scape. Likewise, in 1892 historian Charles Francis
Adams Jr. observed: “It is impossible to ignore the
fact, and worse than useless to deny it, that the New
England Puritans were a persecuting race.”40 Even
some of the owners of Saint-Gaudens’s small statu-
ettes ofThe Puritan denounced the Puritans: Rhode
Island industrialist Rudolf Haffenreffer, for exam-
ple, called them “opportunists” who presented “a
foul picture of hypocritical morality.”41 As Michael
Kammen remarks, “Puritanism as a tradition
cracked toward the close of the nineteenth century
because social change and new values altered the
vision that many Americans had of what their cul-
ture ideally ought to be.”42 Produced at exactly this
historical moment, Saint-Gaudens’s The Puritan
embodied this cultural fissure.

Fig. 11. Augustus Saint-Gaudens, “Four Sketches for
‘The Puritan,’” 1883–86. From Augustus Saint-Gaudens,
The Reminiscences of Augustus Saint-Gaudens, edited and
amplified by Homer Saint-Gaudens (New York: Century
Co., 1913), 2:7. (Printed Book and Periodical Collection,
Winterthur Library.)

39 George William Curtis, “Christmas,” Harper’s New Monthly
Magazine 68, no. 403 (December 1883): 13. On conflicted cultural
considerations of Puritanism earlier in the century see Philip Gould,
Covenant and Republic: Historical Romance and the Politics of Puritanism
(Cambridge: Cambridge University Press, 1996).

40 George William Curtis and John Muir, quoted in Michael
Kammen,Mystic Chords of Memory: The Transformation of Tradition in
American Culture (New York: Vintage, 1991), 208 and 201, respec-
tively; Charles Francis Adams Jr., Three Episodes in Massachusetts His-
tory (Boston: Houghton Mifflin, 1892), 465–66.

41 Rudolf F. Haffenreffer, “Indian History of Mount Hope
and Vicinity,” 1923, as noted in Passionate Hobby: Rudolf Frederick
Haffenreffer and the King Philip Museum, ed. Shepard Krech III (Prov-
idence, RI: HaffenrefferMuseumof Anthropology, BrownUniversity,
1994), 80.

42 Kammen, Mystic Chords of Memory, 64.
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However much he was beholden to his Gilded
Age patrons, Saint-Gaudens was a freethinker and
not especially loyal to either social or aesthetic
conventions. In 1877, for example, he cofounded
the Society of American Artists in New York, an
alternative arts group that exhibited the work of
younger independent artists (both American and
European) and challenged the authority of the ex-
clusive and highly conservative National Academy
of Design.43 Earlier, studying in Paris with French
sculptors like Francois Jouffroy, Alexandre Falguiére,
and Antonin Mercié, Saint-Gaudens absorbed their
“fresher, bolder approach to expression and pose”
and developed a similarly realistic approach that em-
phasized truth tomaterials, naturalism, and narrative
clarity. As Édouard Papet remarks, “Saint-Gaudens
admired the style, the nobility, the nervousness, and the
constant re-working in order to search for the correct
character of a drape or gesture,” or subject.44

To be sure, Saint-Gaudens wasmore “innovative”
than “revolutionary,” as Henry Duffy explains.45

Still, he was aligned with the era’s early modernist
imperatives, which included reconstituting figurative
art, and especially portraiture, on more aesthetically
self-conscious, experimental, andemotionally authen-
tic grounds. Saint-Gaudens’s brand of early American
modernist sculpture was exemplified in a more can-
did, more honest approach to human character than
that typically rendered previously. His sensitive ren-
dering of Abraham Lincoln, for example, a public
commission that he worked on while simultaneously
designing The Puritan, captured the president in mid-
motion, rising from his Chair of State and preparing
to deliver a public address (fig. 13). Designed for
Chicago’s Lincoln Park and dedicated in October
1887, just a month before Springfield’s memorial to
DeaconChapin was unveiled, Saint-Gaudens’s Stand-
ing Lincolnwas praised by local newspapers as “simple,
lofty, strong, kind, but plain, honest, rugged. …
There is no theatrical subterfuge.”46 As his friend43 Sarah Burns, Inventing the Modern Artist: Art and Culture in

Gilded Age America (New Haven, CT: Yale University Press, 1996),
27–28; Tolles, “Refined Picturesqueness,” 60. Saint-Gaudens also
taught from 1888 to 1891 at New York’s Art Students League, a
school established in 1875 to similarly challenge the National
Academy’s cultural dominance.

44 Henry J. Duffy, “American Sculptor of the Gilded Age,” in
Augustus Saint-Gaudens: American Sculptor of the Gilded Age, ed. Henry
J. Duffy and JohnH. Dryfhout (Washington, DC: Trust for Museum
Exhibitions, 2003), 19; Édouard Papet, “Saint-Gaudens and

Fig. 12. Howard Pyle, The Puritan Governor Interrupting the Christmas Sports, 1883. From Harper’s
New Monthly Magazine 68, no. 403 (December 1883): 11. (Delaware Art Museum.)

France: Influences and Reception, a Portrait of the Artist as a Child
Prodigy,” in Hureaux, Augustus Saint-Gaudens, 1848–1907, 25.

45 Duffy, “American Sculptor of the Gilded Age,” 19.
46 “EliBates’GreatGift: Saint-Gaudens’Colossal Statueof Lincoln,”

Chicago Tribune,October 20, 1887, 1. See also Kirk Savage’s discussion
of Saint-Gaudens’s focus on sculptural realism in Standing Soldiers and
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the painter and critic Kenyon Cox observed in 1908,
“The feeling for individuality—themodern idea that
a man is not merely one of a species, but is
a character,—the caring less for the perfection of
a race and more the man himself as he is, with his
defects as well as his merits, is one of the notice-
able qualities of Mr. Saint-Gaudens’ work.”47

Along with the painters Thomas Dewing, William
Holman Hunt, George Inness, John Lafarge, and
John Twachtman, Saint-Gaudens was part of a new
generation of early American modernists who pur-
sued a sketchier or looser style in contrast to the
highly polished and definitively “finished” (or
“licked”) look of neoclassical and more traditional
forms of academic art. For some, “finish” signaled
superficial technical dexterity; “Who ever thinks

about Michael Angelo’s work being finished?” In-
ness asked. For others, smooth and slickly finished
work was tainted by its preferential commercial sta-
tus in the Gilded Age art market.48 Whatever their
motivations, many late nineteenth-century Ameri-
can artists began to rethink established methods
of making painting and sculpture by challenging
the separatist terms of art media; experimenting
with new techniques; developing more spontaneous
styles; and, especially critical to the nascent stirrings
of cultural modernism, producingmore emotionally
evocative—rather than didactic—works of art.

Saint-Gaudens’s portrait studies exemplify these
early modern impulses. In addition to designing
more than twenty public sculptures, Saint-Gaudens
produced over eighty portrait reliefs, most of them
quickly rendered in clay and then cast in bronze.
Contemporary critics defined bas-relief as “a com-
promise between sculpture proper and painting,”
and Saint-Gaudens’s low-relief portraits are notable
for both their physicality and their pictorial compo-
sition, typically combining a profile view of the sub-
ject against a shallow background and occasionally
including decorative inscription.49 Intimate and
immediate, often enlivened by his experiments
with gold, green, and silver patinas, Saint-Gaudens’s
low-reliefs were exceptionally popular and inspired
a number of younger sculptors to work in a similar
fashion. Several of his reliefs were serialized, includ-
ing a rectangular portrait of the Scottish writer
Robert Louis Stevenson (fig. 14). Saint-Gaudens’s
freedom of modeling, minimal use of ornament,
attention to physiognomic detail, and particular
interest in the personality of his subjects helped
liberate American sculpture from the sentimental
moralizingof anearlier generation.50Hewas, in other

Kneeling Slaves: Race, War, and Monument in Nineteenth-Century America
(Princeton, NJ: Princeton University Press, 1997), 122–24.

47 Kenyon Cox,OldMasters and New: Essays in Art Criticism (New
York: Duffield, 1908), 269–70.

Fig. 13. Augustus Saint-Gaudens, Standing Lincoln, Lincoln
Park, Chicago, 1884–87. Bronze;H. 12′. (Photo, Geoffrey
Thrumston.)

48 George Inness, “A Painter on Painting,”Harper’s NewMonthly
Magazine (February 1878), as noted in Adrienne Baxter Bell, George
Inness and the Visionary Landscape (New York: National Academy of
Design and George Braziller, 2003), 50. Bell discusses notions of
“finish” in late nineteenth-century American art on 49–53. See also
Rachel Ziady DeLue, George Inness and the Science of Landscape (Chi-
cago: University of Chicago Press, 2004), 244 n. 43; Marc Simpson,
“Painting Softly—an Introduction,” in Like Breath on Glass: Whistler,
Inness, and the Art of Painting Softly (Williamstown, MA: Sterling and
Francine Clark Art Institute, 2008), 8.

49 “Sketchings,” Crayon 1 (April 11, 1855): 235; as noted in
WilliamH. Gerdts, “The Neoclassic Relief,” in Perspectives on American
Sculpture before1925, ed. Thayer Tolles (New York:MetropolitanMu-
seum of Art, 2003), 3.

50 Tolles, “Refined Picturesqueness,” 59–63. Other American ar-
tists who produced low-relief portraits in the earlymodern era include
Caroline Peddle Ball, Victor David Brenner, John Flanagan, Helen
Farnsworth Mears, and Janet Scudder. Scudder, who studied with
FredericMacMonnies in Paris in themid-1890s, discussed her early
low-relief portraits in her biography Modeling My Life (New York:
Harcourt, Brace, 1925), 140–43.
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words, fully engaged in emancipatory aesthetic strat-
egies not unlike other early American modernists.

Saint-Gaudens was also, like many artists of his
generation, deeply attuned to the double standards
of the Gilded Age, and his feelings about such hy-
pocrisy were not absent in his public sculptures. His
Shaw Memorial, for example, dedicated in Boston
Commons in 1897 as a tribute to the Union officer
who led the first regiment of black troops mustered
in the North during the Civil War, visibly addressed
the enduring conditions of racial difference in Jim
Crow America. His statue Diana, a monumental
female nude clutching a bow and arrow, perched
prominently atop Madison Square Garden’s seven-
story Spanish tower (designed by Stanford White)
from 1891 to 1925, called attention to the era’s am-
bivalence about representations of female sexuality.
Alfred Trumbull, editor of the art magazine The Col-
lector, damned Diana as “a monstrous hideous spot”
and “huge effigy of undraped femininity.”51 But

Saint-Gaudens’s big New York nude was actually a
rather chaste figure, slender and small breasted.
It was the erotically charged cultural landscape be-
neath her—the flashy dance halls, bawdy burlesque
theaters, private men’s clubs, high-end hotels, and
fashionable “lobster plate” restaurants of “The
GreatWhiteWay”—that were the subjects ofDiana’s
arrows. Still, as the first electronically lit sculpture,
Diana was less a symbol of moral indignation than
seductive invitation: a “naked electrified hook,”
Jennifer Hardin observes, that attracted huge crowds
to the Garden.52

Saint-Gaudens’s sense of the contradictory mores
of his timewas echoed by his friend Samuel Clemens,
the Gilded Age wit better known as Mark Twain. In-
deed, Twain and Charles DudleyWarner coined the

51 Trumbull’s comments are noted in Jennifer Hardin, “Augus-
tus Saint-Gaudens’ Diana of 1891–93: Critical and Public Response
to a Singular American Nude,” unpublished paper delivered at

Fig. 14. Augustus Saint-Gaudens, Robert Louis Stevenson,modeled 1887, cast 1899. Bronze relief
mounted on wood; H. 10⅞00, W. 1700, D.⅞00. (Photo S0002247, American Sculpture Photograph
Study Collection, Smithsonian American Art Museum; photo, De Witt Ward.)

the Symposium on Augustus Saint-Gaudens, Dartmouth College,
July 13, 2007.

52 Jennifer Hardin, “The Nude in the Era of the NewMovement
in America Art: Thomas Eakins, Kenyon Cox, and Augustus Saint-
Gaudens” (PhD diss., Princeton University, 2000), 309; as noted in
Elizabeth Lee, “The Electrified Goddess: Augustus Saint-Gaudens,
Stanford White, and Diana at Madison Square Garden,” Nineteenth
Century 31, no. 1 (Spring 2011): 20.
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popular, if deprecating, term given the era in their
1873 novel The Gilded Age: A Tale of Today. Saint-
Gaudens and Twain met in the late 1870s in Paris,
where they occasionally attended the bawdy get-
togethers of a group called the Stomach Club at
the Montmartre studio of their mutual friend, the
artist Frank Millet. In spring 1879 Twain deliv-
ered an entertaining talk at the club titled “Some
Thoughts on the Science of Onanism”; later that
year, he enlisted ninety-four prominent citizens in
Elmira, New York, to petition Congress to erect a
$25,000 “Monument to Adam,” whom Twain face-
tiously eulogized as the “Father of theHuman Race”
in the midst of popular controversy over Darwin’s
theory of evolution.53 Twain’s comic irreverence
was especially notable in his numerous screeds
against religion and American origin myths. Still,
in 1881hewas asked by Philadelphia’s NewEngland
Society to give a Thanksgiving Day speech on the
subject of “Plymouth Rock and the Pilgrims.”Open-
ing his talk by protesting “What do you want to cele-
brate those people for?” Twain chided the society’s
ancestors for killing Indians, banishing Roger
Williams, torturing witches, hanging Quakers, and
enslaving Africans, sarcastically observing: “Your
ancestors—yes, they were a hard lot; but, neverthe-
less, they gave us religious liberty to worship as they
required us to worship, and political liberty to vote
as the church required; and so I the bereft one, I
the forlorn one, am here to do my best to help you
celebrate them right.”54

Sharing a similarly subversive sense of humor
(and worries about personal finances), Saint-Gaudens
and Twain were lifelong friends (Twain died in
1910).55 In his memoirs, published posthumously
in 1913 as The Reminiscences of Augustus Saint-Gaudens
after heavy editing by his son Homer and the zeal-
ously conservative art critic Royal Cortissoz, Saint-
Gaudens described Twain as a cigar-smoking
“dyspeptic.” He poked fun at the writer’s famously
bad temper in a cartoon labeled “An Exchange of
Compliments between Mark Twain and Augustus

St. Gaudens,” which showed an angry Twain threat-
ening a tearfully obeisant Saint-Gaudens with a
huge cutlass (fig. 15).56

Saint-Gaudens’s correspondence is dotted with
such caricatures, displaying a scornful and occa-
sionally lewd personality; he frequently signed
his letters to Stanford White, for example, with
“KMA,” an abbreviation of “Kiss My Ass.” Even
Cortissoz admitted that Saint-Gaudens “had a kind
of passion for caricature and mimicry, and was an
adept in both arts. With a few strokes of his pen he
couldmake the gravest visage comic.”57 Organizing
The Reminiscences, Homer Saint-Gaudens described
his father’s “special cronies,” including White,
Wells, Dewing, and the architects Charles McKim
and George Fletcher Babb, as fellow “cynics,” ex-
plaining that “they attended meetings of the Sewer
Club for purposes unknown, the Badger-Babb
Club, whose name implies its object, [and] the
‘Jugged Club’ whose membership was restricted to
those who had been in jail and which was organized
as the only possible form of society exclusive enough
to bar McKim.”58

These social clubs (and Saint-Gaudens was also
active in the Tile Club, the Players Club, the Morgue,
and the Century Association) obviously provided
business connections, camaraderie, and bonhomie
for their all-male members (fig. 16).59 Some of them
also operated as clandestine retreats, granting sanc-
tuary from Gilded Age expectations of masculine
self-restraint and social respectability. Although
Homer Saint-Gaudens professed ignorance about
the Sewer Club, the group named itself after their
deliberately transgressive and potentially scandal-
ous forays into the underbelly of bourgeois society.

53 Paul Fatout, Mark Twain Speaking (Iowa City: University of
Iowa Press, 2006), 125–27; Howard G. Baetzhold, “‘Monument to
Adam, A’ (1905),” in Mark Twain Encyclopedia, ed. J. R. LeMaster
and James Darrell Wilson (New York: Garland, 1993), 522. In The
Reminiscences, 1:248–50, Saint-Gaudens notes that he and Clemens
were asked to be witnesses at Millet’s wedding in 1879.

54 Mark Twain, “Plymouth Rock and the Pilgrims,” speech deliv-
eredDecember22,1881, to theNewEnglandSociety of Philadelphia;
see Fatout, Mark Twain Speaking, 162–65. In 1876 Twain delivered
a speech titled “New EnglandWeather” to the New England Society
of New York.

55 Like Saint-Gaudens, Twain was often overextended financially;
see, e.g., AndrewHoffman, InventingMark Twain: The Lives of Samuel
Langhorne Clemens (London: Phoenix Books, 1998), 310–11.

56 Saint-Gaudens, The Reminiscences, 1:248; the cartoon was re-
produced in the essay “Mark Twain as Publisher,” in Bookman 36,
no. 5 ( January 1913): 490; it also appeared a year earlier in Albert
Bigelow Paine,Mark Twain: A Biography, vol. 2 (New York: Harper &
Bros., 1912); as noted in Jennifer Greenhill, “A Plague of Jocularity:
ContestingHumor inAmericanArt andCulture,1863–93” (PhDdiss.,
Yale University, 2007), 173. For similar cartoons drawn by Saint-
Gaudens see The Reminiscences, 2:213, 220, 224.

57 Suzannah Lessard discusses the initials “KMA” inThe Architect
of Desire: Beauty and Danger in the StanfordWhite Family (New York: Dial,
1996) and notes further that in one letter Saint-Gaudens wrote to
White: “I’myourman to dine, drink Fuck, bugger or such,metaphor-
ically speaking,” 204. Royal Cortissoz quoted from his book Augustus
Saint-Gaudens (Boston: Houghton Mifflin, 1907), 82.

58 Homer Saint-Gaudens, notes in box 71, folder 11, p. 13, Papers
of Augustus Saint-Gaudens.

59 Women’s social clubs were also prevalent in the Gilded Age,
many serving as the base for the growing women’s rightsmovement;
see Anne Firor Scott, Natural Allies: Women’s Associations in American
History (Urbana: University of Illinois Press, 1991). Sculptor Janet
Scudder discussed the career and social connections for women in
all-female associations like the Cosmopolitan Club and Colony Club
in Modeling My Life, 192–95.
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In the late 1880s, the club—which consisted of Saint-
Gaudens and ahandful of his close friends—regularly
met in an apartment in TheBenedick, a building de-
signed by the architectural firm of McKim, Mead,
andBigelowat80WashingtonSquareEast, to carouse
and have sex with women other than their wives.60

During the years they collaborated on The Puritan,
Saint-Gaudens andWhite largely financed the Sewer
Club. Saint-Gaudensmay have used it during his liai-
sons with Davida Johnson Clark, a slender model
who becamehismistress in the early 1880s andwith
whom he had a child, Louis P. Clark, in 1889.61

(Clark posed as the face of Diana, among other
Saint-Gaudens’s sculptures.) Cortissoz cautioned
Homer about including toomuch (or any) discussion
of the club in his father’smemoirs—“Why drag in the
Sewer Club? It is not funny, that whole affair …
and to many it would be repulsive”—but enough
slipped in to suggest that Augustus Saint-Gaudens
led a complex “double life” marked by cynicism,
willful independence, and social and moral infrac-
tions.62 Like his statue of Deacon Samuel Chapin,

Saint-Gaudens was neither as uncomplicated nor
as unambiguous as he might have appeared.

Positioned as Puritan backlash and Puritan ex-
emplar, as both a social parody and an important
public commission that generated further art world
prestige and much needed income, The Puritan ex-
emplifies Saint-Gaudens’s clever ability to simulta-
neously satisfy Gilded Age clients and assert his own
conflicted feelings about the subject and his state of
mind. Jennifer Greenhill explains that The Puritan
is a prime example of Gilded Age visual humor,
embodying both “levity and gravity” in the tension
between Saint-Gaudens’s “utterly serious” and “utterly
ridiculous” assessment of Deacon Chapin.63 The his-
torical circumstances of the subject guided Saint-
Gaudens’s sardonic take on Old New England’s
founding fathers—in particular, colonial relation-
ships among Puritans and Indians.

Indian Wars

The Puritan originated as a memorial to Deacon
SamuelChapin, whodied in Springfield inNovember
1675 shortly after regional tribes allied with Wam-
panoag Indian chiefMetacom, also calledKingPhilip,
attacked the town and other nearby settlements in
the Connecticut River Valley. King Philip’s War, also
called the Puritan Conquest, was the bloodiest con-
flict of the early colonial era: a fourteen-month civil
war, as James D. Drake describes it, that began in
June 1675 when Algonquian Indians throughout
New England rebelled against the Puritan colonists
who had emigrated to the region for a half century.64

More than half of New England’s fifty colonial
towns were raided and destroyed during King Philip’s
War: in July Wampanoags attacked Dartmouth and
Middleborough, in August Nipmucks besieged
Brookfield, in October Pocumtucks burned Spring-
field, in January 1676 Narrangansetts attacked Paw-
tuxet, and in March 1676 Providence was destroyed
by multiple bands of Indians. The tide turned later
that spring, when colonists rallied and suppressed
the uprising. In August 1676 Philip was captured
and killed, his body quartered and his head staked
for public display on a tall pole in Plymouth, where
it remained for twenty years. Following his death,
many Indians, including Philip’s nine-year-old son,
were executed or enslaved—sold into bondage by
their Puritan captors and exiled to foreign colonies

Fig. 15. Augustus Saint-Gaudens, “An exchange of com-
pliments betweenMarkTwainandAugustus SaintGaudens,”
1912. Drawing. FromThe Bookman 36, no. 5 ( January 1913):
490. (Hesburgh Library, University of Notre Dame.)

60 On the Sewer Club see Baker, Stanny, 132, 275; Elizabeth Lee,
“White Fantasies: Dirt, Desire, and Art in Late Nineteenth Century
America” (PhD diss., Indiana University, 2002), 133. Artist Thomas
Wilmer Dewing described these private men’s club activities as
“scenes of mirth and physiological interests and investigations”; as
noted in Barbara Dayer Gallati, “Beauty Unmasked: Ironic Meaning
in Dewing’s Art,” in The Art of Thomas Wilmer Dewing: Beauty Recon-
figured, ed. Susan A. Hobbs (New York/Washington, DC: Brooklyn
Museum/Smithsonian Institution,1996),68. Built specifically as lodg-
ing for unmarriedmen in 1879 and originally called TheTuckerman,
TheBenedickwas apparently renamedafter Shakespeare’s confirmed
bachelor in Much Ado about Nothing.

61 On Saint-Gaudens’s relationship with Davida Johnson Clark
and their son Louis B. Clark, see Wilkinson, The Life and Works of
Augustus Saint-Gaudens, xiii, 138–45, 205, 219–21ff. Saint-Gaudens
often visited Clark at the house in Darien, CT, that he bought for
them, and he paid for their son’s educational expenses.

62 Cortissoz quoted in box 70, folder 4, Papers of Augustus
Saint-Gaudens.

63 Greenhill, “A Plague of Jocularity,” 155.
64 James D. Drake, King Philip’s War: Civil War in New England,

1675–1676 (Amherst: University of Massachusetts Press, 1999).
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in the Caribbean. The war left 800 English (of ap-
proximately 52,000 colonists) and 3,000 Indians
(of 20,000) dead and drastically reduced the pro-
portion of Native Americans in the region from
one-fourth to one-tenth. It also, Jill Lepore argues,
shaped an enduring colonial and eventually national
American identity grounded in suspicion, intoler-
ance, and violence.65

The war began with the killing of a Christian
Indian minister—John Sassamon—who was mur-
dered shortly after he warned colonial authorities
about a potential Indian revolt. After several Wam-
panoag were found guilty of murdering Sassamon
andwere executed, KingPhilip’s allies began system-
atically attacking colonial settlements. A number of
factors sparked the Indian uprising, including loss of
land and colonial restrictions on Native American
trade. But one of the most compelling and most

relevant in terms of Saint-Gaudens’s statue of Deacon
Chapin grasping a very large Bible was the Puritan
focus on Native American conversion. In religious
terms,many seventeenth-century colonists believed
that Indians were remnants of the lost tribes of Israel
and that their conversion would satisfy a divineman-
date of universal Christianity; in political and social
terms, conversion was meant to subdue and civi-
lize.66 Elevating the Bible as foundational text, Puri-
tans insisted that true faith and a covalent society
were only possible via scriptural accessibility.

Hence, Puritan missionaries like John Eliot and
Indian converts like John Sassamon labored through-
out New England for decades in “praying towns”:
communities where Indians abandoned their tribal
affiliations and beliefs and received instruction in
Christian religious doctrine and colonial notions
of “civility.” Over a period of thirty years, begin-
ning in 1646, Eliot converted some 3,600 “praying
Indians” in fourteen different “praying towns.”6765 Jill Lepore, The Name of War: King Philip’s War and the Origins

of American Identity (New York: Borzoi/Knopf, 1998), 174. On ca-
sualty estimates see Drake, King Philip’s War, 2, 168–69; Eric B.
Schultz and Michael J. Touglas, King Philip’s War: The History and
Legacy of America’s Forgotten Conflict (New York: Norton, 2000), 5.
On Indian enslavement after the war, see Margaret Ellen Newell,
“The Changing Nature of Indian Slavery in New England, 1670–
1720,” in Reinterpreting New England Indians and the Colonial Experi-
ence, ed. Colin G. Calloway and Neil Salisbury (Boston: Colonial
Society of Massachusetts, 2003), 111–15.

Fig. 16. Artists at a banquet for Harry Siddons Mowbray, showing Augustus Saint-Gaudens
(with beard) seated at center, Sieghortner Hotel, Lafayette Place, NY, May 26, 1888. (Miscella-
neous Photographs Collection, Archives of American Art, Smithsonian Institution.)

66 Joshua David Bellin, The Demon of the Continent: Indians and
the Shaping of the American Continent (Philadelphia: University of
Pennsylvania Press, 2001), 17.

67 SamuelG.Drake,Biography andHistory of the Indians of NorthAmer-
ica from Its First Discovery (Boston, 1851), 178; as noted in Jill Lepore,
“Dead Men Tell No Lies: John Sassamon and the Fatal Consequences
of Literacy,” American Quarterly 46, no. 4 (December 1994): 490–91.
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Philip, however, who becameWampanoag sachem,
or chief, in 1662, was not one of them and saw grow-
ing numbers of Christian Indians as threats to tribal
interests. Eventually, Native American anger about
colonial usurpation of religious and political author-
ity erupted into full-scale war, partly fueled by Puri-
tan use of the Bible, literacy, and conversion as
instruments for severing Indian sovereignty.68

Eliot, who immigrated to Boston in 1631 and
became minister at the First Church in Roxbury,
also spent much of his life translating and printing
the Bible into Massachusett, the Algonquian lan-
guage spoken by eastern New England Indians
in the seventeenth century. Published by Cam-
bridge Press, Eliot’s “Indian Library” included prim-
ers, catechisms, psalms, and other devotional tracts
specifically dedicated to Native American literacy
and conversion. His Indian Bible (1663), a full text
that included both the Old and New Testaments
translated into Massachusett, was the first Bible
printed inNorthAmerica. Print runs for the first edi-
tion were fairly substantial, with approximately one
Bible printed for every 2.5 Christian Indians living
in New England.69

Locating religious, legal, social, and familial au-
thority in the printed Bible, Puritan believers were
obligated to read scripture as a guide for leading
an appropriately pious and obedient life. The pre-
ferred Puritan text, especially for household and
family use, was a quarto-sized (about 12 inches tall)
version of theGeneva Bible, a product of Protestant
reformers who fled England for Switzerland during
the reign of Queen Mary. Printed from 1560 to
1644, the Geneva was distinguished from other
Bibles by its extensive marginalia and interpretive
notes. Indeed, Puritan separatism from England
stemmed in part from the 1611 introduction of
the King James Bible, which eliminated marginalia
and conformed to a uniform Church of England
ecclesiology.70

Small-format Bibles, such as those seen in
Boughton’s painting Pilgrims Going to Church and
the one held by Puritan preacher Richard Mather

in what may be the first woodcut portrait printed in
the colonies (fig. 17), were common in seventeenth-
century New England. Ministers read from them
during church services, and congregants read
along with them.71 Cheap and portable, such Bibles
were often a source of solace: held captive byNipmucks
for three months during King Philip’s War, Mary
Rowlandson described a small-format Bible that
an Indian gave to her from a basket of plunder as
“my guide by day and my pillow by night.”72 Other
Puritans considered the Bible a shield against vul-
nerability. Goodman Wright of Provincetown, for
example, “had a strange Confidence, or rather Con-
ceit,” remarked one contemporary, “that whilst he
held his Bible in his Hand, he looked upon himself
as secure from all kinde of Violence.” The Indians
who killed him in1676, however, “rippe[d]himopen
and put his Bible in his Belly.” As Lepore observes,
Indians attacked Puritans on physical and symbolic
terms, simultaneously assaulting their settlements,
their bodies, and their Bibles.73

For many Indians, Bibles were mechanisms of
colonial power and domination, instruments of dis-
possession that wracked “conceptual violence” on
Native American ways of knowing and living.74

SomeBibleswere regarded as talismans;HughAmory
recounted the discovery of amedicine bundle exca-
vated from a seventeenth-century Pequot grave site
that included a carefully folded page from a Bible.75

Others, especially during King Philip’s War, were
plundered and destroyed. Although over a thou-
sand Indian Bibles were printed in the 1660s, only

68 Drake, King Philip’s War, 57–58; Lepore, The Name of War,
42–43.

69 Hugh Amory, First Impressions: Printing in Cambridge, 1639–1989
(Cambridge,MA:HarvardUniversity Press, 1989), 39. On the ideolog-
ical valences of Eliot’s translations, see Joshua David Bellin, “‘A Little I
Shall Say’: Translation and Interculturalism in the John Eliot Tracts,”
in Calloway and Salisbury, Reinterpreting New England Indians and the
Colonial Experience, 52–83.

70 Crawford Gribben, “Deconstructing the Geneva Bible: The
Search for a Puritan Poetic,” Literature and Theology 14, no. 1 (March
2000): 8–9; Adam Nicolson, God’s Secretaries: The Making of the King
James Bible (New York: Harper Collins, 2003).

71 On Mather’s portrait, see Jason D. LaFountain, “1670: The
Stamp of God’s Image,” in A New Literary History of America, ed. Greil
Marcus and Werner Sollors (Cambridge, MA: Harvard University
Press, 2009), 44–50; Hugh Amory, Bibliography and the Book Trades:
Studies in the Print Cultures of Early New England, ed. David D. Hall
(Philadelphia: University of Pennsylvania Press, 2005), 24–27, 65.
Amory notes that after 1611 the Geneva Bible was available only in
quarto size, so the small-format Bible inMather’s portrait was probably
printed in Amsterdam during the 1630s and 1640s; see 68. On the
values and practices of Puritan preachers, see David D. Hall, The
Faithful Shepherd: A History of the New England Ministry in the Seventeenth
Century (Chapel Hill: University of North Carolina Press, 1972).

72 Mary Rowlandson, “The Sovereignty and Goodness of God,”
in Puritans among the Indians: Accounts of Captivity and Redemption,
1676–1724, ed. AldenT. Vaughn andEdwardW.Clark (Cambridge,
MA: Harvard University Press, 1981), 41, 55. Rowlandson’s account
was first published in 1682.

73 Nathaniel Saltonstall,ANew and Further Narrative of the State of
New-England (London: 1676), as noted in Lepore, The Name of War,
105.

74 See, e.g., José Rabasa,Writing Violence on the Northern Frontier:
The Historiography of Sixteenth-Century New Mexico and Florida and the
Legacy of Conquest (Durham,NC: DukeUniversity Press, 2000), 21ff.;
see also George E. Tinker,Missionary Conquest: The Gospel and Native
American Cultural Genocide (Minneapolis: Fortress, 1993), 21–41.

75 Amory, Bibliography and the Book Trades, 15.
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a handful from the first edition survived in the
later seventeenth century. Many were certainly de-
stroyed by Native Americans opposed to Puritan
conversion and control; James Printer, for exam-
ple, a Hassanemesit who set type for Eliot’s Indian
Bible at Cambridge Press, ended up joining the In-
dian uprising. Still others were probably destroyed
by vengeful Puritans themselves, who after King
Philip’s death scalped, killed, and exiled hundreds
of Indians and similarly destroyed their material
possessions, including their Indian Bibles.76 In the

years following thewar, Puritan conversion efforts de-
clined and Eliot’s “praying towns” were abandoned;
likewise, other territories were seized by settler col-
onists disputing Indian land claims. Increasingly,
Indians were viewed as irredeemably “hideous Crea-
tures” incapable, wroteCottonMather in1694, “unto
the Elevations of our holy Religion.” Ironically, a
Puritan mission predicated on New World literacy
ended in failure with the destruction of its primary
object of persuasion: the Bible.77

Two centuries later, that failed mission was
symbolically recalled in Saint-Gaudens’s statue of
a Puritan deacon clutching a huge Bible (fig. 18). The
book is probably a King James pulpit folio, a large
and hefty Bible that was 16 inches tall, 11 inches
wide,6 inches thick, andweighed almost 30pounds.
Although its spine is exposed, its pagesheld together
by brass buckles and thick wooden boards covered
in leather, it is most likely a Bible.78 But it is also
the “wrong” Bible for Deacon Chapin to be holding:
the Puritans fledEngland to escape this official tome
of Anglican authority. A stickler for historical details,
Saint-Gaudens deliberately chose this folio-sized Bi-
ble, rather than the small-format Bible that Puritans
like Richard Mather more typically carried, to em-
phasize Puritan authoritarianism. Its enormous size
and weight indicate Chapin’s religious muscle: he is
clearly on his way to church, to reproach weakChris-
tians and wicked backsliders. His frown indicates his
stern disapproval of the threats in his midst, includ-
ing Bible-hating—and Bible-belly-stuffing—Indians.
His belly, in fact, is quite big—strainingunderhis dou-
blet’s tiny buttons,more than half of them loosened
and undone, an open invitation to physical violation.

76 Lepore, The Name of War, 27, 43, and 266 n. 90; see also
Edward G. Gray, New World Babel: Languages and Nations in Early
America (Princeton, NJ: Princeton University Press, 1999), esp.
chap. 3, “The Burden of Translation,” 56–84. Amory suggests that
a decline in Bible numbers in general in the colonies in the 1670s
was due to a dearth of printers; see Amory, Bibliography and the Book
Trades, 72.Scalping was encouraged and lucrative: New England au-
thorities offered bounties for the scalps of Indians taken during
King Philip’s War and throughout the colonial era; see James Axtell
and William C. Sturtevant, “The Unkindest Cut, or Who Invented
Scalping?”William andMary Quarterly 37, no. 2 (April 1980): 451–72,
esp. 470; Pauline Turner Strong, Captive Selves, Captivating Others: The
Politics and Poetics of Colonial American Captivity Narratives (Boulder,
CO: Westview, 1999), 103–11ff.

Fig. 17. John Foster, Mr. Richard Mather, ca. 1700.
Woodcut on paper; H. 6⅛00, W. 4⅞00. (Massachusetts His-
torical Society, Boston.)

77 Cotton Mather, The Life and Death of the Reverend Mr. John
Eliot, Who Was the First Preacher of the Gospel to the Indian in America
(London, 1694); as noted in Kristina Bross, “Seeing with Ezekiel’s
Eyes: Indian ‘Resurrection’ in Transatlantic Colonial Writings,” in
Messy Beginnings: Postcoloniality and Early American Studies, ed. Malini
Johar Schueller and Edward Watts (New Brunswick, NJ: Rutgers
University Press, 2003), 56. Assumptions of the failure of Puritan
conversion efforts are challenged by some historians; see, e.g., Linford
D. Fisher, “Native Americans, Conversion, and Christian Practice in
Colonial New England, 1640–1730,” Harvard Theological Review
102, no. 1 ( January 2009): 101–24.

78 It is possible that the figure depicted in The Puritan is car-
rying other printed matter including legal statutes like The Book of
the General Laws and Liberties Concerning the Inhabitants of the Massa-
chusetts (1647) or Massachusetts Laws (a 74-page volume published
in 1648); on early New England print culture, see Hugh Amory,
“Printing and Bookselling in New England, 1638–1713,” in A His-
tory of the Book in America, vol. 1, The Colonial Book in the Atlantic
World, ed. Hugh Amory and David D. Hall (Cambridge: Cambridge
University Press, 2000), 109–13. Yet, the book’s large size, the sta-
tue’s origination as a memorial to a Puritan minister, and the fact
that Saint-Gaudens deliberately labeled the book “HOLY BIBLE” in his
revised Philadelphia sculpture renamedThe Pilgrim suggest that this
represents a Bible.
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The dark New England forest through which he
swiftly tromps, subtly referenced by Saint-Gaudens
in theboughs of evergreens at his feet, is a dangerous
landscape that must be either tamed or destroyed.

Hawthorne similarly distinguished the civilized,
Christian, and literate village of Boston from New
England’s dark, savage, and dangerously tempting
wilderness inThe Scarlet Letter. In one chapter,Hester
Prynne and her daughter Pearl walk through the
“primeval forest” at Boston’s edge, where Pearl tells
her mother a story about an “ugly Black Man” who
“haunts” the forest and “carries a book with him,—
a big, heavy book, with iron clasps.” Pearl explains
that the BlackMan “offers his book and an iron pen
to every body that meets him here among the trees;
and they are to write their names with their own
blood.” If Hawthorne’s Black Man most obviously
symbolized the devil, and the evil lure of soul-seeking
witchcraft, he also alluded toHester’s lover andPearl’s
father: the Puritan minister Arthur Dimmesdale,
whose impulsive licentiousness is reawakened in
the “dismal forest” after he visits John Elliot and “his
Indian converts.”79 Dark forests and savage Indians,
in otherwords, were evil temptations that pious Puri-
tans struggled to control or destroy. Hawthorne’s

double imaging is replicated in Saint-Gaudens’s
statue in Springfield; indeed, “the ugly Black Man”
who carries a “big, heavy book” is an apt description
of The Puritan.

Saint-Gaudens’s grasp of Puritan-Indian relation-
ships was further shaped by the bicentennial anni-
versary of King Philip’s War in 1875–76. The war
itself had been repeatedly referenced in early repub-
lican America, when issues of Indian removal dom-
inated national attention. In 1829 James Fenimore
Cooper (like Saint-Gaudens, a virulent anti-Puritan)
published The Wept of Wish-ton-Wish, a novel that
blamedPuritan intolerance for the calamity of King
Philip’s War. That same year, Metamora; or the Last
of the Wampanoags, a tragic play based on the war,
was staged in New York.80 In the 1870s Metamora
was revived, resurrecting Philip’s story for Gilded
Age audiences. It is likely that Saint-Gaudens, whom
his friendWill Low described as “one of themost ap-
preciative frequenters of the downtown theatre,”
saw the play when it appeared on Broadway in
1877 and again in 1887. Metamora was one of the
nineteenth century’s most widely produced plays,
in part because it was commissioned by and often
featured the popular—and notorious—American

79 Hawthorne, The Scarlet Letter, 165–69. Hawthorne also
wrote about Eliot’s Indian Bible; see his short story “The Indian
Bible,” in The Whole History of Grandfather’s Chair: or, True Stories from

Fig. 18. Detail of The Puritan. (Photo, Nova Seals.)

New England History, 1620–1803 (1840; repr., New York: Houghton
Mifflin, 1896), 41–47.

80 Gould, Covenant and Republic, 133–34, 146–50.
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star Edwin Forrest, a fiery, beefy actor who played
a central role in the 1849 Astor Place riot.81 More
significantly, Metamora corresponded to conflicted
national feelings about Native American disposses-
sion. Although it ended withMetamora/King Philip
shouting, “My curses on you, white men! May the
Great Spirit curse you when he speaks in his war
voice from the clouds! Murderers!” it reaffirmed
national assumptions about “the irrefutable inevi-
tability of white progress and Indian extinction.”
As Lepore argues, King Philip’s War codified ra-
cial taxonomies that persisted for hundreds of
years and were especially revived in moments of
intense cultural conflict over national character
and purpose.82

Saint-Gaudens was certainly aware of those
taxonomies, especially as his first successful life-
size sculpture was of a similarly dramatic Indian
subject—Hiawatha—which he designed while liv-
ing in Rome in the early 1870s (fig. 19). In his
memoirs, Saint-Gaudens described Hiawatha as
the artistic breakthrough that allowed him to
“get my wonderful production before the Ameri-
can public” and “settle my future,” largely because
the sculpture drew the attention of his first signif-
icant patrons.83 Like many other market-conscious
artists of his generation, Saint-Gaudens was inspired
by Henry Wadsworth Longfellow’s “The Song of
Hiawatha” (1855), a hugely popular lyric poem(sell-
ing 4,000 copies on the first day of publication and
30,000within fourmonths) by a nineteenth-century
writer widely considered a national literary treasure.
Aiming to make a similarly striking impression as
a fine arts sculptor, Saint-Gaudens imagined his

Hiawatha as “the figure that should open people’s
eyes” and “astonish the world.”84

Recounting Longfellow’s tale of a legendary
Ojibwa chief, Saint-Gaudens’smarble statue depicts
a young naked Indian perched on a rock, leaning
against the trunk of a tree and gazing down at the
gutted carcass of a small mammal, probably a fisher
or anAmericanmarten.Hiawathawas one of several
nudes that Saint-Gaudens produced in Rome, in-
cluding a “Roman Slave holding young Augustus
on the top of a Pompeian column” and a statue of
Mozart playing a violin (“Why under heaven I made
him nude is a mystery,” he later remarked). If these
idealized sculptures were inflected by enduring
strains of classicism, Hiawatha was an explicitly
American subject shaped by Saint-Gaudens’s atten-
tion to both the commercial appeal and creative in-
fluence of popular American literature. Inscribed
on the sculpture’s pedestal base in slanted letters
mimicking an “American Indian” style font are the
words “Hiawatha, Pondering, musing in the forest/
On the welfare of his people/On the smooth bark
of a birch tree/Painted many shapes and figures.”85

Taken from the poem’s fourteenth verse, which
begins with Hiawatha elegizing, “Lo! How all things
fade and perish! / From the memory of the old
men / Fade away the great traditions,” the inscrip-
tion and the sculpture reference themoment when
Hiawatha dips into a leather pouch, selects some
colors, and proceeds to paint “wonderful and mys-
tic figures” on surrounding trees—thereby invent-
ing what Longfellow termed “Picture-Writing” and
preserving themyths and legends of “his people” in
visual terms.86 Hiawatha’s somewhat melancholy

81 Low, A Chronicle of Friendships, 275; Lepore, The Name of War,
223. Metamora was revived again at New York’s Metropolitan Play-
house in 2004. On Forrest and the Astor Place riot, see Lawrence
Levine, Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in
America (Cambridge, MA: Harvard University Press, 1988), 57–59,
63–68.

82 B. Donald Grose, “Edwin Forrest, Metamora, and the Indian
Removal Act of 1830,” Theatre Journal 37, no. 2 (May 1985): 185;
Lepore, The Name of War, 191.

83 Saint-Gaudens, The Reminiscences, 1:113. In 1871 New York
attorneyMontgomery Gibbs visited Saint-Gaudens’s studio in Rome
and paid him to cast the clay model of Hiawatha in plaster, and in
1874 former New York Governor Edwin D. Morgan commissioned
the work inmarble; see Dryfhout, TheWork of Augustus Saint-Gaudens,
26–27, 54–55. On the contexts of patronage and professional repu-
tation for nineteenth-century American artists working in Rome, see,
e.g.,MelissaDabakis, “‘The Eccentric Life of a Perfectly Emancipated
Female’: Harriet Hosmer’s Early Years in Rome,” in Tolles, Perspectives
on American Sculpture before 1925, 24–44, “Sculpting Lincoln: Vinnie
Ream, Sarah Fisher Ames, and the Equal Rights Movement,” Ameri-
can Art 22, no. 1 (Spring 2008): 87–90, and The American Corinnes:
Women Sculptors and the Eternal City, 1850–1876 (University Park:
Pennsylvania State University Press, forthcoming).

84 Cynthia D. Nickerson, “Artistic Interpretations of Henry
Wadsworth Longfellow’sThe Song of Hiawatha, 1855–1900,” American
Art Journal 16, no. 3 (Summer 1984): 49. As Nickerson details, Amer-
ican artists including Albert Bierstadt, F. O. C. Darley, Thomas
Eakins, Edmonia Lewis, Thomas Moran, and Frederic Remington,
and various illustrators associated with firms like Currier and Ives
and Tabor-Prang, were also inspired by Longfellow’s poem; see 49–
77. On Longfellow’s nineteenth-century popularity and national sig-
nificance, see Virginia Jackson, “Longfellow’s Tradition; or, Picture-
Writing a Nation,” Modern Language Quarterly 59, no. 4 (December
1998): 471–96. Saint-Gaudens, The Reminiscences, 1:108–09.

85 Saint-Gaudens, The Reminiscences, 1:134; “The Song of
Hiawatha,” in The Works of Henry Wadsworth Long fellow, ed. Samuel
Longfellow (Boston: Houghton, Mifflin, 1886), 2:219.

86 As Virginia Jackson explains, Longfellow’s concept of “Picture-
Writing,” which is the title of the poem’s fourteenth stanza, was bor-
rowed fromHenry Rowe Schoolcraft, the first American ethnographer
to illustrate and discuss “Indian pictography” in his Information
Respecting the History, Condition and Prospects of the Indian Tribes of
the United States: Collected and Prepared Under the Direction of the Bureau
of Indian Affairs, Per Act of Congress of March 3d, 1847 (Philadelphia:
Lippincott, Grambo & Company, 1853); see Schoolcraft’s discus-
sion in 1:333–430; and Jackson, “Longfellow’s Tradition,” 478–83.
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Fig. 19. Augustus Saint-Gaudens,Hiawatha, 1871–72 (carved 1874). Marble; H. (excl. base and
plinth) 6000, W. 3400, D. 3700. (Metropolitan Museum of Art, gift of Diane, Daniel, and Matthew
Wolf, inmemory of CatherineHoover Voorsanger, 2001; photo ©MetropolitanMuseum of Art,
Art Resource, NY.)
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figure and the dead animal at its base may intimate
NativeAmericandecline anddispossession in theman-
ner of nineteenth-century sculptures such as Thomas
Crawford’s The Dying Indian Chief Contemplating the
Progress of Civilization (1856). But it also centers
on a creative young man whose pictorial “musings”
segued with Saint-Gaudens’s own artistic ambitions.
In any case, Indians ghosted Saint-Gaudens’s emer-
gent artistic identity in the 1870s as much as they
haunted nineteenth-century American literature
and national identity.87 Sculpting the “embodiment”
of Puritan identity a decade later, Saint-Gaudens
recuperated their memory and meaning in Gilded
Age public art and consciousness.

Contested Public Spaces

Appropriately enough, The Puritan was dedicated
in Springfield on Thanksgiving Day: an annual na-
tional holiday, as proclaimed by President Abraham
Lincoln in 1863, that recalls the mythic “First Thanks-
giving” of 1621 when Pilgrims and Wampanoags
(including King Philip’s father Massasoit) feasted
together in Plymouth. Reverend Chapin shaped his
1887 dedication speech around the theme of grati-
tude, thanking theChapin family and Saint-Gaudens
for providing such a “generous gift” and thanking
the Puritan deacon himself for being “such a noble
ancestor, the influence of whose earnest Christian
life has been and is steadily molding the character
of his offspring… [and] this goodly city.”He added:
“Such men are needed in this wicked world. They
are the salt of the earth! May the setting of this mon-
ument leadmany who look upon it to imitate the ex-
ample of him whom it represents!”88 Despite the
Reverend’s plea for broad civic appropriation, “very
few” Springfield residents were actually present at
the short thirty-minute dedication of The Puritan,
which was mainly attended by “invited guests, mem-
bers of the Chapin family and the city counsil [sic].”
Saint-Gaudens, according to the Springfield Republi-
can, “looked on the exercises from the outside rim
of spectators.” Stanford White did not attend.89

Issues of location may have figured in the low
attendance. The Puritan was installed in Stearns
Square (also called Stearns Park), a small rectan-
gular parcel of land (about 260 by 80 feet) that
pioneer real-estate speculator Charles Stearns sold
to the city for $100 in 1852 (fig. 20). Stearns, like
Chester Chapin Sr., was a big Springfield booster
and had particular interests in improving the city’s
public water supply; in 1843, he built Springfield’s
first reservoir.90 Close to Springfield’s train station,
factories, and red-light district, Stearns Square was
originally an unfenced public park with a fountain
and a few trees, a playground for the working-class
children who lived nearby. From its start in 1636
as a fur-trading post and Puritan enclave on the
Connecticut River, Springfield had developed as
an epicenter of industrial production, with
thousands employed at the Springfield Armory
(makers of Springfield rifles), the firearms factory
of Smith and Wesson (established 1852). By the
mid 1870s, Springfield was home to some 250 other
regional manufacturing plants. Most factories
were staffed by recent immigrants—Irish, Italian,
Lebanese, Polish, and so on—many living in tene-
ments and clapboard houses near Stearns Square.
Ferry Street (now Exchange Street), about one
block away, resembled New York’s gritty Hell’s
Kitchen neighborhood: poor, congested, and full
of kids who flocked to Stearns Square’s grassy
public space and water fountain for escape and
entertainment.

In the early 1880s Chester Chapin Sr. was one
of several Springfield businessmen financing the
new downtown train station and, like other “modern-
day Medicis,” looking to improve the city’s center
with various social and cultural amenities. Chapin
reimagined Stearns Square as Springfield’s version
of Boston’s Copley Square or New York’s Gramercy
Park, a fastidiously manicured private park con-
tained by a tall iron fence and bordered by upscale
townhouses; Chapin also anticipated adding “a the-
atre and various handsome buildings” to the sur-
rounding area.91 When his family picked Stearns
Square to install The Puritan and commemorate
their foundational legacy, they imagined the space

87 See, e.g., Renée L. Bergland, The National Uncanny: Indian
Ghosts and American Subjects (Hanover, NH: University Press of New
England, 2000).

88 Reverend Chapin, quoted in Unveiling of the Chapin Monu-
ment at Springfield, Mass., Thursday, November 24, 1887, 17–18.

89 The phrase “there were very few apparently attracted by
mere curiosity” is found in coverage of the ceremony by the
Springfield Republican; see “The Chapin Statue Unveiled: Address
of Rev. Dr. A. L. Chapin and the Other Appropriate Exercises
on Stearns Park,” November 25, 1887, 4. On dedication ceremony
attendees, including Saint-Gaudens, see this article and also “The

Chapin Statue: Unveiled, Dedicated and Presented to the City,”
Springfield Daily Union, November 25, 1887, 4.

90 OnStearns seeKing,King’sHandbook of Springfield,Massachusetts,
96, 116, 236.

91 Bogart, Public Sculpture and the Civic Ideal in New York City,
27. Chapin’s designs for Stearns Square are noted in Homer Saint-
Gaudens’s discussion of The Puritan’s commission; see box 68,
folder 14, notes, Papers of Augustus Saint-Gaudens. StanfordWhite
lived in Gramercy Park from 1892–98.
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on similar terms. Unfortunately, toward the end of
the nineteenth century, Springfield, like much of the
rest of the nation, was wracked by economic crisis,
and the area around Stearns Square remainedmostly
unimproved.

StanfordWhite reconfigured Stearns Square “to
harmonize” with The Puritan (fig. 21). His design,
Saint-Gaudens later recalled, “was admirable in every
respect. At the opposite end of the little park from
the statue, and balancing it, stood a fountain and be-
tween the two, in the center, a stone bench. Along
each side of the open space we planted white birches,
and thewholewe enclosedby a pinehedge.”92Grace-
fully articulated and self-contained, the small space

was further united by a brick sidewalk configured in
a herringbone pattern. As Lorado Taft observed in
Modern Tendencies in Sculpture (1921): “The sculp-
ture … had an organic relation to the completed
design. Further, and this is the particular point, the
structure was always planned to enhance and protect
the statue—to leave no unheroic view exposed to
unsympathetic gaze.”93

Placed at one end of the flat rectangular lawn
with his back against a screen of evergreens, The
Puritan was presented as a formidable figure
marching through and commanding this carefully
ordered space. The fountain, which was actually
a shallow pool lined in pebbles, was fed by four
water-spouting bronze turtles representing the four
seasons. The pool’s edge featured a large bronze

Fig. 20. The Puritan, Stearns Square, Springfield, MA, Lucy Thomson Scrapbook, March
1898. (Photo, Belchertown Historical Association, Belchertown, MA.)

92 Saint-Gaudens, The Reminiscences, 1:353. For a 3-D model dig-
itally reconstructing the original park, see “Stearns Park, Springfield,
MA USA” (2005), produced by the Institute for the Visualization of
History, http://www.vizin.org/projects/stearnspark/gallery.html
(accessed March 20, 2012).

93 Lorado Taft, Modern Tendencies in Sculpture (Chicago: Uni-
versity of Chicago Press, 1921), 108.
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sphere resting on a granite pedestal, decorated
with garlands of oak leaves and capped by two
longish bronze fish with their mouths wide open
(fig. 22). In contrast with the austere and author-
itative figure at the other end of the park, the
water ensemble was playful and inviting. Still, a
formerly open public space of grassy lawn was
now bordered by trees, hedges, and sidewalks,
and neighborhood games of ball were blocked
by a fancy fountain, a marble bench, and an im-
posing bronze statue. In 1899 The Puritan was
moved to Merrick Park, near Springfield’s City
Library and new art museum. The bench and
fountain were placed in storage although later,
in the 1980s, reinstalled in Stearns Square in
a “bastardized version” of their former selves
(fig. 23).94

The Puritan was moved because of vandalism.
Almost immediately after it was installed, The Puri-
tan’s intended public contested its symbolic au-
thority by destroying its harmonizing hedge and
border of birches, by running roughshod over its
walkways, and by assaulting its sculptural compo-
nents. The chairman of Springfield’s park commis-
sioners described how neighborhood boys and

“a gang of loafers” punched holes in the fountain’s
bronze sphere, stuffed dirt in the mouths of the
turtles (clogging up water pipes), and used the park
as a ball field, guarding “against interference by the
police by stationing players in the street, who at
the approach of the police give some signal, which
is repeated, and the boys disappear like a flash up
the alleys.” The Springfield Republican reported that
the park was “overrun much of the time by riotous
children, who do not hesitate to make the statue a
target for stones and sticks, and to climb under and
over and around the noble deacon as the fancy
prompts them.” The newspaper also said “boys”
had damaged the statue’s granite pedestal, digging
out lead beading in the seams to use as fish-line sink-
ers. (The river is a few blocks away.) Saint-Gaudens
later recalled, “At the time we placed it there, the
quarter of the city was poor, and in a few weeks
the boys had destroyed everything in the way of veg-
etation.”95 In 1890 the Chapin family paid to have
the brick sidewalks in Stearns Square repaired and

94 Duffy, “Introduction,” in In Homage to Worthy Ancestors, 21.

Fig. 21. Stanford White, Sketch of Saint-Gaudens’s Statue of Deacon Samuel Chapin, Springfield,
MA, ca. 1887. Pastel, charcoal, and pencil on paper; H. 1200, W. 18⅛00. (Metropolitan Museum
of Art, Morris K. Jessup Fund, 1999; photo, © Metropolitan Museum of Art, Art Resource, NY.)

95 “Removal of the Chapin Statue, The Idea Generally Ap-
proved,” Springfield Republican, January 23, 1898, 9; “The Chapin
Statue Again,” Springfield Republican, March 8, 1898, 6; “The Work
of Moving to Start This Week,” Springfield Republican, August 6,
1898, 10; Saint-Gaudens, The Reminiscences, 1:354.
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to remove the hedge. But by the end of the decade,
they decided to move the statue.96

Stearns Square’s reinvention in 1887 stemmed
from elite interests in public art’s capacity to shape
and direct “social order and citizen behavior.”97

Beginning in the 1880s, American sociologists like
Lester Frank Ward argued that industrialism and
urbanism had dissolved older “natural” forms of
human behavior and that civil order and national
unity in the modern age required new forms of
government andcorporatepolicies of social control.98

Gilded Age anxieties about immigration and mass
culture were assuaged, in part, by reordering the
nation’s urban landscapes with a City Beautiful aes-
thetic featuring highly controlled vistas of grand
boulevards, spacious squares, manicured parks,
and heroic-sized statues. Stearns Square was typical
in this regard: an urban renewal project providing a
rationally ordered park, an inspirational sculpture,
and a source of clean water for Springfield’s esca-
lating immigrant population. With the standard-
ization of modern plumbing, public sewers, and
mass-produced soap products in the later nineteenth
century (Springfield first introduced a citywide
sewage system in the 1870s), cleanliness was in-
creasingly considered “a moral and not simply a
physical duty.”99 Cities were perceived as dirty and
dangerous vectors for disease on both social and
cultural terms, and sanitation became a Gilded
Age crusade: a means of “cleaning up” an urban

Fig. 22. Stearns Square, Springfield, MA, ca. 1898. (Photo, Lyman and Merrie Wood Museum of Springfield History,
Springfield, MA.)

96 Municipal Register of the City of Springfield 1890, 356, collec-
tion of the Connecticut Valley Historical Museum Genealogy and
Local History Library, Springfield, MA.

97 JohnBodnar,RemakingAmerica: PublicMemory, Commemoration,
and Patriotism in the Twentieth Century (Princeton, NJ: Princeton Uni-
versity Press, 1992), 245.

98 Thomas Bender, A Nation among Nations: America’s Place in
World History (New York: Hill & Wang, 2006), 252. See, e.g., Lester
Frank Ward’s two-volume text Dynamic Sociology (1883, 1897; repr.,
New York: D. Appleton, 1911), which argued in favor of extensive
social planning; and the 1901 book written by his son-in-law, soci-
ologist Edward A. Ross, Social Control: A Survey of the Foundations of
Order (New York: Macmillan).

99 Adeline Masquelier, ed., Dirt, Undress, and Difference: Critical
Perspectives on the Body’s Surface (Bloomington: Indiana University
Press, 2005), 6; Frisch, Town into City, 171.
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underclass that was commonly understood in terms
of filth and immorality.100 As the sculptural center-
piece in a redesigned urban park featuring a foun-
tain, The Puritan literally embodied the Gilded Age
dictate “cleanliness is next to godliness.”

Yet such faith was not necessarily shared by
Springfield’s multiple publics, especially its diverse
religious publics. Springfield circa 1890 featured
some fifty different communities of faith ranging from
Catholic and Christian Science to Jewish and Unitar-
ian.Many residents flocked toWashingtonGladden,
a leader of the Social Gospel movement, who minis-
tered at Springfield’s NorthCongregational Church;
thousands more turned out for rallies staged by
Dwight Moody, a Christian evangelist who preached
God’s love and mercy rather than retribution and
hellfire.101 A bronze statue of a stern and self-inflated
Puritan deacon, in other words, was probably not
the best choice for Springfield’s City Beautiful cen-
terpiece: a figure representing rigor, rules, and
Biblical authority was an ironic icon in an urban
park frequented by a religiously diverse citizenry

interested in leisure, pleasure, and their own working-
class autonomy.

Erected in the middle of an overwhelmingly
working-class neighborhood,The Puritanwas installed
at a moment of intense labor unrest in America.
Dedicated a year after the bloodyHaymarket Square
riot in Chicago (May 4, 1886), and six months after
a strike of tailors and other workingmen that led to
the formation of Springfield’s Central Labor Union,
the first ofmany large-scale industrial organizations
in the city, The Puritan’s smug self-confidence and
physical similarity to the era’s well-fed tycoons was
an obvious target for an agitated working class.102

If seventeenth-century Indians attacked Puritans
by destroying Bibles and stuffing them into their
bellies, nineteenth-century immigrants attacked
The Puritan by destroying its harmonizing landscap-
ing and reclaiming Stearns Square as their public
playground. Inboth instances, cultural symbols of con-
version and social control were disavowed.

By 1898 editors at the Springfield Republican
demanded the “removal of the Chapin statue,” argu-
ing that it was “generally accepted that Stearns park
is an unsuitable place for the city’s finest work of art,

100 Peter Stallybrass and Allon White, The Politics and Poetics of
Transgression (Ithaca, NY: Cornell University Press, 1986), 125–48.

101 James A. Gelin, Starting Over: The Formation of a Jewish Com-
munity of Springfield, Massachusetts, 1840–1905 (New York: Univer-
sity Press of America, 1984), 1; Frisch, Town into City, 220–21.

102 A. F. Hardwick, ed., History of the Central Labor Union of
Springfield, Mass. with Some of the Pioneers, Brief Sketches of Affiliated
Unions,1887–1912 (Springfield,MA:Central LaborUnion,1912),8.

Fig. 23. Stearns Square, Springfield, MA, April 2012, showing willow tree where The Puritan once
stood. (Photo, Nova Seals.)
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Fig. 24. Frank E. Schoonover, The Puritan, ca. 1898. Oil on canvas. (Gift of Dr. and Mrs. Jacob
J. Foster, Brandywine River Museum, Chadds Ford, PA.)
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and that it should be placed in the most conspicu-
ous place possible,” which they maintained was
Merrick Park. Members of the Chapin family con-
curred, agreeing that the “present condition of
the park was a disappointment to all concerned.”103

If disheartened by the failure of their public art
moralizing, Springfield’s elites were anxious to pro-
tect their cultural investment. As their petition to
the city’s park commissioners stated (a document
signed by the mayor, three ex-mayors, and a num-
ber of local judges), The Puritan was “the product of
the genius and artistic skill of America’s most distin-
guished sculptor, Augustus Saint-Gaudens, and has
come to be recognized, both here and abroad, as
his most important and most successful work.”104

In August 1899 The Puritan was moved to the
more congenial and already clean and converted
environment of the city’s cultural quadrangle. In-
stalled next to Christ Church Cathedral, a dark
Romanesque-style structure dedicated in 1876
and decorated with stained glass windows, Deacon
Chapin was positioned with his back turned on the
Anglican institution that he and his fellow Puri-
tans had originally fled to the New World to avoid.
Simultaneously, sensing the similarly ironic nostalgia
of the subject among the men who commissioned
these statues of their stern Calvinist forebears,
Saint-Gaudens began producing smaller versions
of The Puritan in the late 1890s to great commercial
success. However much it was despised by Spring-
field’s urban industrial underclass, The Puritan struck
a chord among Gilded Age elites who shared Saint-
Gaudens’s deep ambivalence about ancestor worship,
especially the worship of dour and unyielding Protes-
tant ancestors who touted religious intolerance.

Saint-Gaudens’s sculpture may be credited, in
fact, with exorcising any lingering uncritical admi-
ration for Puritans in modern times. Puritan bash-
ing gained full speed in the early twentieth century
as critics like Randolph Bourne, Van Wyck Brooks,
Malcolm Cowley, H. L. Mencken, and George
Santayana, and artists ranging fromFrankSchoonover
(fig. 24) to Thomas Hart Benton (fig. 25) similarly
framed Puritans as gloomy, hatchet-faced, Bible-
thumping fanatics who were fundamentally irrecon-
cilablewith amore progressive andmore democratic
America.105 Occasionally, Puritan nostalgia resurfaced

in the twentieth century, especially at moments of
national unrest. “The character of the PilgrimFather
is the character we need in the citizen of today,”
one Chicago art critic proclaimed in 1940, in an
article demanding that a large plaster copy of Saint-
Gaudens’s The Puritan be returned to the front
lobby of the ChicagoArt Institute, where it had been
displayed for some years. “America is in immediate
need of all her patriots, the living and the dead; the
living to act, the dead to give inspiration,” she added.
In general, however, calls for the nation’s return to a
usable Puritan past fell flat in modern America.106

Finally, The Puritan still stands in Springfield’s
Merrick Park. But today, Deacon Chapin’s public
presence isovershadowedby thatof another Springfield
native: Dr. Seuss, born Theodore Seuss Geisel in

Fig. 25. ThomasHart Benton, Religion (panel frommural
The American Historical Epic), 1924–26. Oil on canvas;
H. 5900, W. 4100. (art © T. H. Benton and R. P. Benton
Testamentary Trusts/UMB Bank Trustee, licensed by
VAGA, NY.)

103 “Removal of the Chapin Statue, The Idea Generally Ap-
proved,” 9. It is unknown if Saint-Gaudens was consulted about the
statue’s removal.

104 “Removal of the Chapin Statue, A Petition for the Location
on Merrick Square,” Springfield Republican, March 3, 1898, 8.

105 Kammen, Mystic Chords of Memory, 388–92.

106 Eleanor Jewett, “More Emphasis in Art World on Sculpture,”
Chicago Daily Tribune, September 22, 1940, D4. A plaster reproduc-
tion of The Puritan was given to the Art Institute in 1897, as noted in
“Art,” Chicago Daily Tribune, September 12, 1897, 47. On Puritan
declension in modern America see, e.g., Jan Carletta Dawson, The
Unusable Past: America’s Puritan Tradition, 1830–1930 (Chico, CA:
Scholar’s Press, 1984).
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Springfield in 1904. Dr. Seuss’s National Memorial
Sculpture Garden, a $6.2 million art park located
just a stone’s throw from The Puritan, features five
large-scale bronzes of the doctor and the various
characters he invented, including the Cat in the
Hat, the Lorax, and Yertle the Turtle (fig. 26). Cre-
ated in 2002 as a local memorial to Geisel (who
died in 1991), the park draws some 150,000 visitors
a year and is typically filled with children and their
parents posing for photographs with their favorite
Dr. Seuss character, many of whomGeisel explicitly

penned as antiauthoritarian figures of subversion
and rebellion.107 The park is one of Springfield’s
best-loved public places, suggesting abiding Ameri-
can preferences for visual and material culture les-
sons of possibility, not oppression.

Fig. 26. Lark Grey Dimond-Cates, Dr. Seuss and the Cat in the Hat, Dr. Seuss National Memorial
Sculpture Garden, Springfield Museums, Springfield, MA, 2002. Bronze. (Photo, Nova Seals.)

107 The bronzes were designed by sculptor Lark Grey Dimond-
Cates (Geisel’s stepdaughter), and the sculpture garden was developed
by the landscape architecture firm of Stephen Stimson Associates,
Falmouth, MA.
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