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Planning a Visit to the Cleveland Museum of Art 
 
1. Plan your objective(s) 

2. Prepare your students - Many students will be familiar with the Cleveland Museum of Art, but for 

some, this will be their first visit. Before you enter the museum, you may want to have a conversation 

with your students regarding the purpose of art museums, their role in the local and global community, 

and why this specific opportunity for them to visit the museum is relevant. There is a quick reference 

guide below with some general helpful hints for your visit. 

3. Know your route - People moving can be very time consuming during a museum visit. Be sure that 

you know your way around the museum in relation to the objects you are discussing. Prepare your tour 

based on the location of the art objects for a smooth transition between objects as well as the time it 

takes to relocate to different galleries or objects. Time can go quickly when you are having great 

discussions in front of an object. Keeping in mind the time needed to move around the museum, you 

may want to limit the time in front of certain objects in order to meet your overall objective.  

4. ArtLens App - We have created a “Visitor Created” tour in the ArtLens App for the Cleveland 

Museum of Art. Download the app in most major device stores. You may follow the tour of the 

museum in the app. The tour is titled “Tri-C Common Read.” More information about ArtLens can be 

found here http://www.clevelandart.org/artlens-gallery/artlens-app.  

5. Museum fatigue - While gallery tours are exciting and engaging, students (and faculty) can get 

fatigued while walking and standing in front of objects for long periods of time. Stools are available for 

students to use during their tour and are located at various locations throughout the museum. They 

are lightweight and easy to carry and use.  

6. General Public - Since this is a public museum, depending on the day and time you visit with your 

class, the galleries may be busy. Asking students to gather closely is a good practice so that they can see 

the object, hear your discussions and questions, and it allows other visitors to maneuver around your 

class. Be conscious and considerate of the gallery space and the time you spend in front of one object if 

other patrons are interested in viewing that object. 

7. Viewing Art - The museum requires all visitors stand approximately two feet away from objects, but 

you should encourage your students to look closely at objects. Details can be easily missed if you stand 

too far away. It also encourages the student to engage with the object on a more personal level when 

they see it up close and notice characteristics such as colors, lines, texture, etc. 

8. Organizing your student tour - We recommend that you allow your students to sign up for a time 

via a doodle poll (www.doodle.com). Note the museum hours. Faculty have discovered that tours on 

Wednesday evening, Fridays and weekends work best for most students. For a class of 26, you may 

need to give students 3-5 options of tours. Avoid sending students to the museum during the first 

Friday of the month when the museum hosts a large cocktail party from 6-10. 
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Helping Students Arrive at the Museum 
● The museum is free, so you may want to remind students that there is no cost to enter the 

museum – ever! 

● MUSEUM HOURS 

Tuesdays, Thursdays, Saturdays, Sundays 10 a.m. – 5 p.m.  

Wednesdays, Fridays 10 a.m. – 9 p.m. 

Closed Mondays 

● Provide your students with the website for the CMA. They can find directions from their 

location easily via the website: 

http://www.clevelandart.org/visit/directions-and-parking 

● There is a fee to park and it can be costly. There is also metered parking available near the 

museum and free parking is available farther afield from the museum (although students 

should be very careful walking to the museum if they park on MLK because traffic can be heavy 

and people drive at fast speeds). Public transportation is available via the (free) RTA Red line. 

Students will get off the train at Little Italy/Mayfield Road. Remember that faculty cannot 

provide rides to students per Tri-C policy. 

● Choose a common location that is easy to find when meeting your students at the museum. 

For example, the black seating area in the lobby, or the area directly next to the museum store 

are good locations for gathering a group. 

● If you are require students to take notes, remind them to bring notebooks and pencils to their 

visit. Clip boards are also recommended for easy note taking in the galleries. 

  

Museum Reference Guide for Students and Faculty 

● Do not touch the art objects 

● Be mindful of where you are standing in the gallery: sculptures and other objects  

may be in your space and you do not want to lean on them 

● No food or drink is permitted in the galleries 

● No backpacks or large bags are permitted in the galleries.  

You may check bags and coats for free 

● Pencil is preferred over pen in the galleries 

● Wear comfortable shoes 

● No cell phone use is permitted during the class period in the galleries 

● Stay close to your group – do not wander off to different galleries or areas of the museum 
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The Power of Music (1847) 
William Sydney Mount 
http://www.clevelandart.org/art/1991.110 

 

Wall Label: Set in rural Long Island before the Civil War, this 

scene of an African American laborer eavesdropping on a 

fiddle tune suggests the divisive race relations in America at 

the time. While a love of music connects the men and 

acknowledges their common humanity, they nevertheless 

occupy different spaces. The barn door that separates the 

laborer likely serves as a symbolic reminder that he lacked the political rights and social privileges of 

the group of white men inside. 

Questions: What is this painting meant to convey? Does it portray the Power of Music as it draws 

people together, regardless of their position? Or does it reinforce the social barriers between people? 

Why does the image of Robin Mills, the laborer with the sunlight shining down on him dominate the 

frame while the white men are shown in the partial darkness of the barn? 

Reflection: Sydney Mount’s painting The Power of Music is interesting in its complexity. The painting 

has been valued for its artistic skill and social commentary. Mount did not believe in abolition, yet his 

painting illustrates the separation of whites and blacks in American life, including in Stony Brook, Long 

Island where this painting is set. Slavery was outlawed in New York in 1827, but African Americans 

could not vote or fully participate in life. In this painting, a local laborer, Robin Mills is in the 

foreground, hidden from the white men inside the barn. His position out of sight of the others, the door 

that separates him from the men inside, and his deferential stance, hat in hand, suggest a separation. It 

is interesting to consider this painting in light of Bryan Stevenson’s confrontation with the Atlanta 

SWAT team described in Just Mercy. Stevenson was in the comfort of his car, reveling in the music of 

Sly and the Family Stone when he was surrounded by police and ordered out of his vehicle. Absurdly, 

Stevenson’s innocent enjoyment of music had put him in danger. In our society today, think of the 

ways that our enjoyment of music both brings us together, and highlights our continued separation. 

  

1 



Works of Art on the Tour 

4 

 
The Last Duty of Perseus (Hercules) (1949) 
Max Beckmann 
http://www.clevelandart.org/art/2013.7 

  
Description: This painting depicts Perseus, a celebrated 

warrior from Greek mythology whose name derives from 

the Greek word "to waste, ravage, sack, destroy." Perseus’s 

most famous feat was cutting off Medusa’s head. Yet, the 

mass slaughter depicted here is not found in the ancient myth, but instead suggests a nightmarish 

allegory filled with private, enigmatic symbols, perhaps reflecting Beckmann’s experience of barely 

surviving two world wars. Traumatized while serving as a medical orderly during WWI, Beckmann 

later became the target of Nazi persecution. In 1947 he immigrated to the United States. Created in the 

aftermath of the Holocaust and under the Cold War threat of nuclear annihilation, this painting 

suggests a bitter critique of mankind’s propensity for destruction. Presenting Perseus in female dress 

subverts the hypermasculine glamorization of military heroes common to national historical myths. 

Questions: I often include a warning to students before this piece. What is the image we see first? How 

“realistic” is this painting? Knowing that this was painted in 1949, what historic events seem to inform 

this piece? After explaining who the hero Perseus was, I will ask them to find the “medusa(s)” of the 

piece. What do we notice when looking at the “hero?” What does it even mean to use the word “hero” 

in relation to this painting? Why does this evoke a dream-like, allegorical vision?  

Reflection: This painting turns the Perseus myth on its head, inviting us to see Perseus as a war 

criminal and sadistic monster. The painting evokes the cruelty of mass incarceration’s most extreme 

form: the concentration camp. The painting shows the systematic death of the women at the hands of 

Perseus. The monstrous Medusa in the myth is depicted as several female figures. As they patiently 

wait to be executed, Beckmann depicts the systematic destruction of women at the hands of men. This 

“industrialized” death clearly reminds us of the destruction of the holocaust, which turned state power 

and efficiency into the destruction of millions. Americans and readers of Just Mercy may easily 

connect this to the systematic destruction of black men and women at the hands of slavery, Jim Crow 

and their myriad descendants.  
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Gamin (about 1929) 
Augusta Savage 
http://www.clevelandart.org/art/2003.40 

  
Wall Label: Savage was the most acclaimed sculptor working 

during the Harlem Renaissance of the 1920s and 1930s, and 

Gamin is her most famous work. It was long thought that the 

image was a generic figure; however, recent research reveals that it 

depicts her nephew. The warm characterization likely arises from 

the close bond shared between artist and model. Although several 

small versions the sculpture were produced this life-size, hand-

painted plaster is unique, and likely the oldest surviving example 

of the subject. 

Questions: What can you say about the expression on the boy’s 

face? What do you imagine he is thinking and feeling? What assumptions might you make about the 

boy’s background and experience based upon his appearance? What other aspects of the work strike 

you as being noteworthy? 

Reflection: Augusta Savage created Gamin early in her career, and the small sculpture won her a 

scholarship to travel to Europe. Some sources suggest that the sculpture was inspired by a homeless 

boy on the street; others indicate it may have been based on the artist’s nephew, Ellis Ford. The French 

word gamin means “street urchin,” and the figure’s wrinkled shirt and cap emphasize his 

impoverished appearance. The child’s expression appears much wiser than his years, suggesting he 

has seen much hardship. The title may reflect how Savage herself felt as a young artist in Europe, 

struggling to make ends meet even after achieving success in the Paris Salons. (from Smithsonian 

American Art Museum) 

One striking feature of the sculpture is its bronze coloring, which communicates a rich, vivid sense of 

the subject’s race. How we experience this sculpture is thus linked to a consideration of the 

construction of race and how we attributes characteristics and qualities to people based upon their 

color. The “blackness” of the sculpture, in addition to other aspects of how the boy is represented, ties 

it to the aims of the Harlem Renaissance, which involved a recovery and celebration of African 

American experience. We are touched by the deep humanity of the boy and wonder to what extent the 

difficulties and hardships he has clearly experienced have been affected and influenced by his race. 
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Fulton and Nostrand (1958) 
Jacob Lawrence 
http://www.clevelandart.org/art/2007.158 

 

Wall label: Jacob Lawrence, who lived near this intersection 

of Fulton Street and Nostrand Avenue in Brooklyn, captured 

a dynamic scene of New York City life. He uses boldly 

colored, jagged shapes to present people rushing around this 

busy evening. 

Cleveland Art 2008 Highlights. Jacob Lawrence’s Fulton and Nostrand, by Mark Cole, Associate 

Curator of American Painting and Sculpture: https://www.clevelandart.org/magazine/cleveland-art-

2008-highlights/jacob-lawrences-fulton-and-nostrand 

Question: “My work is abstract in the sense of having been designed and composed, but it is not 

abstract in the sense of having no human content…[I] want to communicate. I want the idea to strike 

right away.” (Lawrence, 1945 interview, quoted in Wheat, Jacob Lawrence, American Painter, 1986) 

What idea(s) is communicated in this painting? How do you think this painting reflects self and social 

identity? What does this painting, painted in 1958 Harlem, reveal of daily life in America? For Whites? 

For African Americans? 

Reflection: Jacob Lawrence was born in Atlantic City and grew up in Philadelphia. As a teenager, he 

moved to Harlem in 1930 and was influenced by writers, artists, and musicians of the Harlem 

Renaissance. He was educated in the Harlem community and developed a strong sense of style in his 

work. In 1941, his The Migration Series was displayed in a downtown gallery and he became the first 

African American painter to be represented by a New York gallery. Lawrence believed that “art should 

convey both individual and communal identities.” (Treasures from the Cleveland Museum of Art, 322) 

The scene depicted here is a vibrant evening at the intersection of Fulton (now Harriet Tubman Ave) 

and Nostrand Streets in Brooklyn. It is a depiction of everyday life in Harlem representing the social 

identity of the African American experience through art. There are more than 40 figures depicted in 

this painting, each one actively walking, shopping, and driving. Some figures engage with each other by 

shared glance or touch while others seem solitary in their evening activities around town. Shops and 

storefront signs signal the vibrant location while a thin, illuminated streetlight in the center of the 

painting separates the scenes into left and right. As Mark Cole, Associate Curator of American Painting 

and Sculpture pointed out in his description of the painting, the storefront signs in the background also 

signal Lawrence’s acknowledgement and social commentary on white store owners and white-

operated businesses in an African American community. The only white figure in the painting is 

depicted in the background either sizing or tailoring a tuxedo for his African American customer. This 

painting is a lively portrayal of daily life in Harlem in the 1950s, a subject that Lawrence was best 

known for depicting throughout his career. 
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Evasion (1947) 
Jared French 
http://www.clevelandart.org/art/2012.31 

 

Wall Label: French was well regarded during the 1940s and ’50s as 

one of the most accomplished and fascinating magic realist painters. 

A still understudied group of artists, the magic realists revived 

painstaking old master techniques to make convincing their 

enigmatic images that address a wide range of personal and social 

concerns. 

Part of a series of works French made to chronicle the human 

condition, Evasion symbolizes an individual’s attempt to deny the 

physical self. As such, the painting manifests tensions regarding 

sexual mores in mid 20th-century America. While it is reductive to 

attribute French’s iconographic interest in Evasion solely to his 

bisexuality, the fact remains that French was one of the first 

American artists whose same-sex desires were recognized and 

acknowledged by contemporaries who viewed his work. 

Questions: Can you compare being trapped within one’s identity or body and being trapped within a 

prison cell? How can one transcend such confinement? How can we be a truly free society when so 

many of us are imprisoned, not only within prison cells, but within our own skin? 

Reflection: In Evasion the figures clothed in blue contrast strongly with the yellow walls; the nudes are 

coldly exposed yet beautifully defined. All are depicted in positions of shame or supplication. In the 

doorway, the figures are headless and stooped, compromised. Although French himself may have 

been addressing issues of sexuality, the vulnerability and shame of these figures relates to the 

condition of many of the incarcerated people in Stevenson’s book Just Mercy. Prisoners are stripped of 

their belongings, their freedom, and even their hair. Whether innocent or guilty, they often languish 

under the shame of their incarceration. The stooped figures in the doorway conjure the physical 

imposition of solitary confinement and the 5x7 cells on Death Row. In Evasion, these figures appear to 

be trapped within their bodies and the space surrounding them. 
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Alabama (1960) 
Norman Lewis 
 http://www.clevelandart.org/art/2017.1 

  
Description: During the civil rights movement, Lewis 

sought to align his interest in abstraction with 

current events. With its black and white palette, 

Alabama offers a symbolic duality for a time 

entrenched in racial conflict. Furthermore, the 

painting's composition has prompted viewers to 

draw additional associations from its abstract shapes, such as a nighttime Ku Klux Klan gathering. 

Questions: Before reading the description, the students should be invited to imagine what the image is. 

Once they read the description, they will only be able to imagine the fire of the KKK. What do you see 

in the image? What does the stark color palette suggest? Where is the “movement” happening in the 

piece? Once they “know” what this might mean: What would Lewis want us to imagine happening just 

outside the light, in the darkness of the piece? What does the decision to stick with black and white as 

the only colors for a fire suggest? What does it mean that such a political piece of art is still so abstract 

that many viewers never even know how political it is? 

Reflection: Alabama is a stark and powerful work. The combination of abstract expressionism and the 

powerful image of racialized terror make this work stand out. Lewis worked with the most cutting-edge 

techniques and artists of his day. Born in 1909, Lewis was profoundly influenced by the Harlem 

Renaissance, his study of African art and his own experience as a black American. Alabama evokes 

both the highly intellectualized art of its day and the simple, bold lines of traditional art from Africa. 

Lewis’s work can be compared to other powerful reactions to the civil rights movement and the 

backlash against it. It might be compared to John Coltrane’s powerful song of the same name, 

composed as a reaction to the bombing of the 16th Street Baptist Church in Birmingham on 15 Sept 

1963. https://www.youtube.com/watch?v=saN1BwlxJxA  
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Untitled (Rooftop View, 1957) 
Hughie Lee-Smith 
http://www.clevelandart.org/art/2009.7 

 
Wall Label: Trained in Cleveland before launching his mature 

career in Detroit and New York, Lee-Smith often painted isolated – 

and often solitary – figures amid desolate cityscapes and 

landscapes. They have pronounced overtones of introspection, 

which the artist attributed to his experiences as a man of color: “In 

my case, aloneness, I think, has stemmed from the fact that I’m black. Unconsciously it has a lot to do 

with alienation. 

Questions: What do you think the young man in the painting is thinking and feeling as he gazes 

outward? What does the place where he is standing (a rooftop) and his environment (an industrial 

city) suggest about his situation? What does the painting suggest about modern African American 

experience? 

Reflection: The experience of solitude is at the center of this painting. The young man standing on the 

rooftop, hands in pockets, gazes out, presumably, at the cityscape that lies before him, perhaps aware 

of the teeming life that lies below and around him but that he has, at least momentarily, no part in. The 

cloudy skies above him, tinged by smoke or smog, further suggest something of the oppressive life of 

the city, as does the factory that lies off in the distance. In the North, African American experience is 

closely linked to the life of the city, to the pattern and textures of urban living. In larger cities, the mass 

of lives jumbled together in close living spaces could understandably feel oppressive, resulting in the 

need for space, for quiet, for solitude. That the roofs of buildings would one of the few places where 

such solitude could be found in such an environment is an intriguing meditation. 
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Love (1966-67) 
Mark Greenwold 
http://www.clevelandart.org/art/1974.214 

 

Description: Mark Greenwold, born in 1942, studied at 

Carnegie Mellon and the Cleveland Institute of Art. He works 

tediously from photographs and drawings often taking years 

to complete one painting. Love was completed early in his 

career, shortly after he graduated from the CIA and reveals 

themes of suburban life common to his later work. Art critic 

Stanford Schwartz once wrote, “Mark Greenwold's pictures 

are among the most stimulatingly contradictory in 

contemporary art.” 

Questions: As you view this painting, think about the desires and dreams of the incarcerated people in 

Stevenson’s book. What do the comforting items in the painting represent for them? Were these things 

within their reach? Can you compare the significance of a steak one might grill in a backyard on a 

summer’s day, and a steak one might eat as a last meal on death row? 

Reflection: Love shows people inside a colorful home using iconic American household appliances 

like a patio grill and an iron. Favorite American food like birthday cake and marbled steak are 

prominently displayed, and a gumball machine dominates the upper left corner. The painting seems to 

present what people in America “love” by foregrounding symbols of the American dream. Our shared 

desire for these things ties us together, but the acquisition of the “things” we love is more complicated. 

The focus on material acquisition as part of the American Dream may lead us to judge ourselves and 

each other based on riches. However, in Just Mercy, Stevenson writes, “the true measure of our 

commitment to justice, the character of our society, cannot be measured by how we treat the rich, the 

powerful, the privileged, and the respected among us. The true measure of our character is how we 

treat the poor, the disfavored, the accused, the incarcerated, and the condemned” (page 18). What 

societal contradictions are depicted in Greenwold’s painting, Love? 
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Bedtime (1940) 
Charles L Sallee Jr 
http://www.clevelandart.org/art/2006.202 

  

Description: After teaching at Karamu House, Sallée went on 

to become the first African American graduate of the 

Cleveland School (now Institute) of Art, earning his degree in 

1938. Initially focused on painting and printmaking, he 

subsequently launched a distinguished professional career 

in interior design. Bedtime is the artist’s most famous image, 

having earned national renown when it was featured in 

James A. Porter’s groundbreaking survey Modern Negro Art, 

published in 1943. 

Questions: What is happening in this painting? What kind of room are we in? Look at the perspective. 

Why can’t we see the woman’s face in the image? What does the mood of this painting tell us about its 

meaning? Why is it important that a woman in 1940 is putting her hair up at the end of the day? She 

seems to be alone, yet “we” are in the room with her; what does that suggest as we peer over her 

shoulder? 

Reflection: Sallee painted this shortly after graduating from the CIA in 1938. He was interested in the 

female form, and the museum owns several drawings of young women from around this period. He is 

sharing with us the most intimate moments, the private space in this small room. He invites us to think 

about this modest bedroom as a kind of “safe space” from the outside world. The mood is reflective 

and serene, intimate and gentle. We are looking at this woman of color negotiate her hair. In the 1940s, 

there would have been enormous pressure to have “relaxed” or processed hair. This harsh, chemical 

process has been criticized as an artificial “whitening” of black women’s hair to fit a rigid standard. 

Sallee also invites our gaze into this private space but chooses to not show the woman’s reflection in 

the mirror, thus subverting our “male” gaze in an interesting way. 
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Heritage (1973) 
Wadsworth Jarrell 
http://www.clevelandart.org/art/2016.268 

 

Wall label: Jarrell became internationally known in the early 1970s as 

a founder and leading figure of AfriCOBRA (African Commune of Bad 

Relevant Artists), an artist collective founded in Chicago in the late 

1960s that was heavily tied to the Black Arts Movement, the aesthetic 

branch of the Black Power movement of the 1960s and ’70s. This 

painting shows two jazz musicians exuberantly playing their 

instruments; their bodies are composed of letters and dots of color 

with phrases like African Rhythm Our Heritage and Black Funk 

emerging from the vibrant composition. With vivid colors, the 

prominent use of language, the integration of collage elements, and 

the explicit references to the identifying character of jazz music for African American culture, Heritage 

contains the most crucial aspects of the artist’s signature style. 

Videos: 
Wadsworth and Jae Jarrell https://never-the-same.org/interviews/wadsworth-and-jae-jarrell/ 

Art Talk: Jae Jarrell and Wadsworth Jarrell https://www.youtube.com/watch?v=CmFnF_VMFcM 

Question: Define the word heritage. How does that term relate to this painting in its title and meaning? 

Why is our own heritage important to all of us? What does our heritage reveal about our individual and 

collective being? How does jazz reflect the African American experience in the 1970s in America? 

Examine the quality of the paint used in this painting. Does it speak in any way to the meaning or 

understanding of this painting? How does this painting compare with Romare Bearden’s Wrapping it 

Up at the Lafayette? How does the artwork of members of movements such as the AfriCOBRA relate to 

other historical and contemporary movements for civil rights and liberties? 

Reflections: Wadsworth Jarrell was born in Albany, Georgia in 1929, the youngest of six children. His 

family was supportive of his interest in art and his father was a furniture maker, likely inspiring 

Wadsworth to pursue his talent in art. Jarrell served in the Korean War and then moved to Chicago. 

There, Jarrell co-founded AfriCOBRA with his spouse, Jae in 1968. Jarrell has been described as a 

“revolutionary social artist.” According to The History Makers, AfriCOBRA “took as its central tenets 

black pride, social responsibility and the development of a new diasporic African identity.” Jae Jarrell, a 

Cleveland native, is a well-known fashion designer and activist. Jae and Wadsworth moved to 

Cleveland six years ago and live near the Cleveland Museum of Art. 

In this painting, Jarrell has included a saxophone and clarinet player in his panting Heritage also 

known as Untitled (African Rhythm, Our Heritage). Jarrell used acrylic, metal foil on cotton canvas for 

this painting. According to author Peter Kalb, the surface texture of the paintings of artists like Jarrell 

was just as important as the subject matter. (Art Since 1980: Charting the Contemporary, 36-37) In 

similar paintings, Jarrell’s application and use of paint is described as, an “explosive use of “Coolade 

10 



Works of Art on the Tour 

13 

Color” and “Shine,” terms employed in AfriCOBRA texts to discuss the aesthetic qualities of their art. 

Fellow artist and AfriCOBRA founder Jeff Donaldson said, “We want the things to shine, to have the 

rich luster of a just-washed fro, or spit shined shoes, or de-ashened elbows and knees and noses.” (Art 

Since 1980: Charting the Contemporary, 36-37) The painting is composed of geometric shapes of 

intense and vibrant colors that create a movement and rhythm throughout the painting that are 

reminiscent of a jazz ensemble. It is a visually “loud” painting in which colors, lines, and shapes solicit 

interaction with the viewer in order for them to experience the painting and its meaning as a whole. 

Larger shapes are created from smaller shapes moving the viewer around the painting to sense the 

celebration of African-American jazz and art. The use of abstraction in these shapes and images recalls 

the work of artist Chuck Close, a contemporary of Jarrell. While AfriCOBRA artists such as Jarrell may 

have been influenced by their white contemporaries such as Close, their use of abstracted shapes and 

forms were characteristic of their own formal qualities in their art and its message. Jarrell’s style reveals 

the culturally specific style of African-American artists associated with AfriCOBRA. AfriCOBRA artists 

frequently included letters and words in their paintings in order to combine text and image, thus 

deepening the contrast of abstraction and representation and overturning many of the traditional 

Western ideas of art and representation. In this painting, the words “Heritage,” “African,” and 

“Rhythm,” and phrases such as “Preserve Our Music” are prominently displayed at the top of the 

painting, emanating from the player’s heads, possibly their source of inspiration and creativity and also 

the point from which the message of the painting coalesces. Other letters, words, and repeated phrases 

are strewn across the canvas. Jarrell’s use of these letters, words, phrases, geometric patterns, and 

vibrant colors recalls his African heritage. This painting was purchased by the museum for $97,500, a 

record price for Jarrell. (The Plain Dealer). 
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Wrapping It Up at the Lafayette (1974) 
Romare Bearden 
http://www.clevelandart.org/art/1985.41 

 

Wall Label: Coming of age in New York in the 1930s, Bearden 

was immersed in the cultural revolution of the Harlem 

Renaissance. His home was located across the street from 

Harlem’s Lafayette Theatre, a hub for musicians such as Duke 

Ellington and Earl Hines. Bearden sought a way to translate the 

elements of jazz into visual art and discovered that collage was 

the ideal medium for capturing the spontaneity and 

improvisation of the genre, thus creating a lively visual rhythm. 

Question: What pictorial elements in this work stand out for 

you? What do these elements suggest about the spirit and culture of jazz? Why might collage be an 

“ideal medium for capturing the spontaneity and improvisation of [jazz]”? What makes jazz a uniquely 

powerful form of African American experience and expression? 

Reflection: There are five basic elements in this work: the four quadrants of the square that take up the 

better part of the work and a horizontal panel that runs alongside the bottom of the work, underneath 

the square. Each of these elements represents a different aspect of the jazz-club experience that one 

might have found at the Lafayette Theatre in New York City during the Harlem Renaissance. To fully 

appreciate the painting, one would need to know something about the Harlem Renaissance and its 

collective of African American writers and artists who were intent upon recovering, representing, and 

celebrating black experience in the United States. Their efforts crucially helped to give black artists a 

voice and presence in American culture and signaled a newfound freedom and respect for blacks 

amidst ongoing oppression and prejudice. 
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Crucified Christ (1340-50) 
Germany, Cologne 
http://www.clevelandart.org/art/1981.52 

 

Wall label: The striking impression of this figure is the vivid 

representation of suffering. The sculpture captures the 

moment after Christ’s death: the drooping head on a frail 

neck is a mask of agony. The eyes are nearly shut, the mouth 

is ajar, and the forehead crowned by heavy, gouging thorns 

is drawn with pain. The elongation of the body is 

emphasized by the emaciated chest with protruding ribs 

and bony limbs. The resulting sense of frailty and pathos is 

augmented by the heavy strands of hair that uncurl 

alongside the tormented face and by the loincloth folds that 

break the downward drape of the body. The sculpture belongs to a group of emotional crucifixes and 

pietas carved in the Middle-Rhine region for over a century beginning around 1300, examples of which 

are principally found in the city of Cologne. Such sculptures appealed to the Rhenish mystics, who 

advocated meditation based on the Passion of Christ. 

Question: Describe the body of Christ. Why do you think the artist depicted Christ’s body in this way? 

How does this depiction of the human body impact you emotionally? Talk about the theme of 

redemption and salvation in relation to this sculpture and to the individuals in Just Mercy. How can 

you relate the word “mercy” in the title of the book with this sculpture? 

Reflection: This display of the Crucified Christ was common in most churches during the Medieval 

period and similar depictions can be seen in museums around the world today. These objects were 

intended to stimulate devotion and piety based on the suffering and sacrifice of Christ. Images of 

Christ such as this one, traditionally found in the areas of the Rhineland, focused on the physicality of 

the agony of Christ’s death. Christ’s body is emaciated, his ribs protrude from his chest and his torso is 

elongated under the tension of the crucifixion process which was his instrument of death and method 

of execution. Although the cross which this figure was attached to is now gone, this sculpture reflects 

an image of pain, torture, and death. Similar themes are discussed throughout the text and focus on the 

physical body and the beaten and tortured body, which are realities for many in the prison system and 

on death row. The idea of Christ’s salvation, redemption, and resurrection are also obviously implied 

in this sculpture. 
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