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ABSTRACT 

 
In the latter half of the nineteenth century, New Orleans held one of the largest Italian 

populations in the United States. These immigrants, which included merchants, musicians, and 

artists, primarily arrived via the ship route from Palermo, Sicily, to New Orleans, Louisiana. 

While artistic production during the period of mass immigration through Ellis Island (c. 1890-

1920) has been relatively well-studied by art historians, there has been little attention given to the 

impact of this earlier, southern-oriented migration pattern. The presence of these Italian 

immigrant artists in New Orleans provides a complex perspective on shifting racial issues during 

the nineteenth century. While Italian immigrants were victims of discrimination and violence due 

to their darker skin and immigrant status, they were also sometimes perpetuators of 

discrimination; however, some proved to be important supporters and allies of Black artists in 

the city. Whereas some, such as Jean-Baptiste Fogliardi and Antonio Meucci, served as teachers 

for Black artists including Louis Pepite and Julien Hudson, others, such as Achille Perelli and 

Dominico Canova, engaged in harmful practices such as the creation of Confederate monuments. 

This project explores the ways in which Italian immigrant artists lived and worked in New 

Orleans, and how they variously experienced, combatted, and perpetuated discrimination. 

Through a study of four pairs of Black and Italian artists, I trace the evolution of the 

Black/Italian cultural dynamic in nineteenth century New Orleans. In the Antebellum period, 

Italian immigrants mentored and collaborated with free artists of color; following the Civil War, 

as anti-Black and anti-immigrant sentiments rose, Italian artists began to distance themselves 

from Black artists and to accept commissions that furthered white supremacism. These shifting 
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relationships reflect the complicated and continuously evolving ideologies regarding racial 

classification and status in the nineteenth century.  
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CHAPTER 1: INTRODUCTION 

 

 

 

New Orleans Racial Hierarchy, Italian Immigration, and the Black/Italian Dynamic 

 
 While Italian Americans today are nearly fully immersed within white American culture, 

this privileged status was not immediately granted to their immigrant ancestors. Because of their 

darker skin, Catholic beliefs, and immigrant status, during the nineteenth century, Italian 

immigrants were relegated by white, Anglo-Americans to a lower social class that more closely 

aligned them with other persecuted racial and ethnic groups than with the white subsects of 

American society. Most notably, Italian immigrants and Italian Americans have, since the 

nineteenth century, experienced a close cultural relationship with Black Americans in areas such 

as music and the culinary arts. While these partnerships have catalyzed artistic and cultural 

evolution, the relationship between Black and Italian Americans has not remained entirely 

benevolent or symbiotic.1 In the latter half of the nineteenth century, as the post-Civil War 

United States experienced swells of racism, nativism, and nationalism, Italian Americans who 

had once been the victims of discrimination quickly became perpetrators. New Orleans, due to its 

status as a southern hub for nineteenth-century Italian immigrants and its unique three-tiered 

racial classification system, acts as a microcosm for exploring this complicated history. This 

study focuses on the ways in which this cultural phenomenon manifested in the visual arts in 

nineteenth and early twentieth-century New Orleans. 
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The Black/Italian cultural dynamic has been studied across disciplines including history, 

sociology, anthropology, and music history. Scholars of Italian culture have long studied the 

perceived whiteness, or blackness, of Italian immigrants, and the complexities of representation 

and stereotyping experienced by Italian Americans.2 The racial ambiguity placed on Italian 

immigrants in the nineteenth century facilitated the ensuing collaboration between Italian and 

Black Americans as the two groups lived in the same areas of the city and worked alongside each 

other in both agricultural and industrial trades. More so than any other European immigrant 

group, Italians came to both shape and be shaped by Black culture. This close relationship is 

perhaps a result of the non-white status accorded to Italians in the first half of the century, but is 

complicated by the sociopolitical and economic shifts of the latter half which allowed Italians to 

‘become’ white and subsequently step into the role of the oppressor. While scholars of cultural 

history and sociology have extensively studied this Black/Italian dynamic, the possibility of 

collaboration and mutual influence in the visual arts has largely gone unnoticed.3 In this study, I 

suggest that this trajectory can be observed through the visual art created by Italian immigrant 

artists, as well as their personal and professional relationships with free artists of color in New 

Orleans.  

More than that of any southern city, the history of New Orleans is completely intertwined 

with its complex racial fabric that bears the tension between its founding Creoles, Anglo-

American migrants, free people of color, enslaved people, and European immigrants.4 Further, 

its racial history is clearly codified in its three-tiered racial hierarchy which placed white citizens 

at the top and enslaved people at the bottom, with free people of color situated in between. These 

free people of color made up nearly a quarter of the city’s population in 1830, and included 

people of mixed African, European, Haitian, and sometimes Native American heritage.5 While 
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interracial marriages were illegal, mixed-race children were born out of both non-consensual 

relationships between enslaved women and their enslavers and extra-legal partnerships between 

white men and Black women. The increased liberties granted to New Orleans’ free people of 

color allowed them the opportunity to pursue careers in the arts. In recent years, art historians 

have highlighted the lives and careers of some of these artists, including Julien Hudson and Jules 

Lion.6 It is in the careers of these artists that the beginnings of the Black/Italian collaborative 

dynamic can be observed: Hudson studied with Italian miniaturist Antonio Meucci, while Lion 

briefly shared a studio with painter Dominico Canova. 

Prior to the start of the Civil War, there were over 70,000 immigrants living in New 

Orleans, comprising 41% of the city’s population.7 The population of Italian immigrants, though 

smaller than those of French, German, and Irish immigrants, was statistically and culturally 

significant. By 1850, Louisiana had nearly 1000 Italian-born residents, the largest Italian 

population in any state at that point.8 The artists that arrived during this period became integral to 

New Orleans’ culture both as creators of permanent and ephemeral art works, as well as teachers 

and mentors to a new generation of artists, including a significant group of free artists of color. 

By 1910, the U.S. Census Bureau documented 20,000 foreign-born Italians in Louisiana; this 

rapid increase in the latter half of the century was largely driven by high demand for immigrant 

labor following emancipation.9 While the earlier Italian immigrants were primarily from northern 

Italy, this second wave of immigrants primarily arrived from Palermo, Sicily, making New 

Orleans the arrival port for nearly all Sicilians in America between 1891 and 1893.10 This swell 

of immigrants catalyzed a rise in anti-immigrant and anti-Italian sentiment in Louisiana that 

complicated Italians’ connection with both whiteness and blackness. 
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The study of Italians in the United States during the nineteenth century is unique in that 

both nations experienced unification and disunion, respectively, nearly simultaneously. Italian 

unification, or the risorgimento, spanned the period from 1848-1871, completely overlapping the 

Civil War in the United States (1861-1865). During the risorgimento, the various cities, states, 

and principalities of the Italian Peninsula were freed from foreign rule and united to form the 

Kingdom of Italy.11 Many of the Italians that came to the United States during this period had 

fought in the Italian wars for independence, including artist Achille Perelli, who served under 

Italian General Giuseppe Garibaldi.12 The resulting ideological shift brought an increased sense 

of national pride as the new government and economy developed in Italy; however, unification 

also brought tensions between northern and southern Italy to the forefront in a way that 

paralleled those between the Union and the Confederacy. In both nations, governments struggled 

to find unity between an urban, industrial North and a rural, agrarian South, while residents of 

the North espoused harmful stereotypes regarding their southern counterparts. The perception of 

southern Italians as lazy, hedonistic, criminally-minded people that descended from Africa rather 

than Europe followed these immigrants to the United States and served as the basis for 

discrimination against them. 

It is within this complex framework that this study operates. Considering the parallel 

histories of the United States and Italy during the nineteenth century, and the growing population 

of free artists of color and Italian immigrants in New Orleans, this project seeks to interpret 

resulting artistic partnerships and production between and by free artists of color and Italian 

immigrants. I suggest that the Italian immigrants arriving in the first quarter of the nineteenth 

century found increased liberties without the comfort of whiteness in the fluid tri-caste racial 

system of New Orleans, which allowed them to foster professional relationships with free artists 



 
 

 5 

of color. By the second quarter of the century, the rise of abolitionism had increased racial 

tensions and tightened the previously fluid structure of this hierarchy, restricting freedoms 

previously held by non-white groups in New Orleans. It was during this period that Italian 

immigrants began to distance themselves from free artists of color, and accept commissions for 

projects that reinforced white supremacist ideologies. Immediately following the war and into 

the early twentieth-century, Italian immigrants and artists continued to align themselves with 

white, Anglo-Americans. As their white status solidified, their work became progressively racist. 

Currently, there is no art historical scholarship dedicated to the Black/Italian cultural 

connection. Art historians studying free people of color in New Orleans, including Patricia 

Brady, have briefly touched on the creative interaction between Black and white European artists 

in nineteenth-century Louisiana. Brady most closely addresses the relationship between Black 

and white artists as students and teachers, noting that when Black artists had white teachers, 

“almost always, the white artists were European immigrants – Italian, French, or German – who 

came from societies less imbued with racism than the United States.”13 She draws attention to the 

fact that these artists often formed close friendships or professional partnerships, and briefly 

mentions a few pairs of Italian artists and free artists of color. There has also been some 

scholarship on these two groups as distinct entities. In recent years, there has been a growth of 

scholarship focused on free artists of color, including work on Julien Hudson and Jules Lion; 

however, this field still has significant room for development.14 Italian immigrant artists of the 

nineteenth and early twentieth century remain understudied. Recent scholarship has given some 

attention to New Deal muralists and other Italian artists as America transitioned into 

modernism.15 The significant gap in the field, however, lies in understanding how these two 



 
 

 6 

groups symbiotically coexisted before their paths diverged as the sociopolitical climate shifted 

leading up to and after the Civil War.16  

Because there is currently no literature on the relationship between Italian and African 

Americans in the visual arts, this project is dependent on an interdisciplinary approach. The work 

of Antonio Margavio and Russell Magnaghi helps establish basic historical context by providing 

insight into the demographics and characteristics of the Italian immigrants settling in New 

Orleans in the nineteenth century, while scholarship by Joseph Maselli and Dominic Candeloro 

speaks more broadly to the experiences of Italians in New Orleans.17 Multiple authors have 

written on the issues of racialization and discrimination of Italians, including Marina Cacioppo, 

Nancy Caronia, and Jennifer Guglielmo.18 I also reference texts that address the broader history 

of race in New Orleans, which provides key context for understanding the complex dynamics 

impacting these artists.19 Scholars of cultural history, including George de Stefano and John 

Gennari more closely explore the reasons for Black/Italian cultural interaction, and illustrate the 

ways in which this relationship becomes evident in music and pop culture.20 

The goal of this project is to explore the ways in which Italian American artists lived and 

worked in New Orleans, and how they variously experienced, combatted, and perpetuated 

discrimination. By studying the work of Italian artists before and after the Civil War, this project 

demonstrates the shifting relationship between Italian American artists and their African 

American counterparts, as well as broader social conditions related to race. Sociological and 

cultural history studies have demonstrated a long tradition of cultural collaboration and exchange 

between Italian and African Americans. This project questions whether the same is true in the 

visual arts, and how this relationship changed from the antebellum period to Reconstruction and 

into the New Deal Era. I suggest that the artistic relationship between Italian and African 
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Americans slowly deteriorated during the post-Reconstruction and Jim Crow eras due to 

increased levels of racism, xenophobia, and nationalism that compelled Italian-Americans to 

realign themselves with white, Anglo-Americans.  

After this introduction, Chapter 2 addresses the pre-Civil War dynamics between Italian 

immigrants and free artists of color in New Orleans. The first section of the chapter focuses on 

the relationships between Italian teachers and their Black students through two case studies: 

Jean-Baptiste Fogliardi and Louis Pepite, who worked as scene painters at the Orleans Theatre, 

and Antonio Meucci and Julien Hudson, who painted miniatures and portraits. The second 

section of this chapter addresses the shifting sociopolitical climate of the second quarter of the 

century, and the ways this impacted Italian and Black artists. The work of Dominico Canova and 

Jules Lion, who briefly shared a studio, exemplifies the ways in which non-white artists sought 

to realign themselves with the white, Anglo-American population during this period by accepting 

commissions from enslavers and Confederates. I not only highlight the contributions of these 

three pairs to the development of the arts in New Orleans, but also discuss the nature of their 

artistic relationships as models for understanding notions of racial collaboration and cooperation, 

and when possible, bolster these discussions with analyses of relevant extant works.21 Though 

there is only a small body of extant images, textual accounts supplement a study of these 

partnerships. 

Chapter 3 begins with a discussion of the post-Civil War sociopolitical landscape, 

particularly the increasing hostility towards Italian immigrants resulting from increasting 

nativism, rising threats of white supremacy, and the beginnings of Jim Crow. This chapter will 

address the stereotypes impacting Italian Americans more in-depth, including associations with 

organized crime, that led to their persecution in New Orleans and the broader United States. As 
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Italian-Americans became the targets of more acts of violence and discrimination, including a 

series of lynchings in Louisiana, they began to further distance themselves from people of color 

to the point that they adopted white supremacist beliefs and perpetuated them through art for 

people and spaces that actively oppressed people of color. Achille Perelli, despite a close 

personal relationship with the Black sculptor Florville Foy, began to construct Confederate 

monuments, while Conrad Albrizio painted multiple frescoes in public buildings that glorified 

antebellum plantation life and depicted Black subjects in derogatory ways.  

Through a study of Italian American artists working before and after the Civil War, I 

demonstrate the shifting nature of artistic collaboration between Italian and African Americans 

and shed light on the broader cultural relationship between these two groups. While this study is 

focused on the contributions and experiences of Italian immigrant artists, it also seeks to bolster 

studies of free artists of color, and enrich art historical discussions of both whiteness and 

blackness. Observing the shifting personal and artistic practices by Italian immigrant artists in 

nineteenth-century New Orleans demonstrates that Italians, while initially considered 

ambiguously non-white, relatively quickly became white and inflicted the same discriminatory 

practices they had experienced on Black and other non-white Americans.  
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CHAPTER 2: PRE-CIVIL WAR 

 

 

 

Early Nineteenth-Century Italian Immigrant Artists As Mentors To Free Artists Of Color 

While the major period of Italian immigration to New Orleans occurred during the 

second half of the nineteenth century, the period from 1800 to the start of the Civil War did see a 

small, but significant, population of Italians living and working in New Orleans. Within this 

group of immigrants were a number of artists, including Jean-Baptiste Fogliardi (b. ca. 1790, 

active in New Orleans 1820-1825), Antonio Meucci (life dates unknown; active 1818-1852, in 

New Orleans 1818-19, 1827-1834), and Dominico Canova (1800-1868). Fogliardi was primarily 

a scene painter, Meucci a miniaturist, and Canova a decorative painter, but all also worked as 

teachers, both in academy settings and more traditional apprenticeships. During this first half of 

the century there was also a growing population of free artists of color, including Louis Pepite (b. 

1805; active 1820s), a student of Fogliardi; Julien Hudson (1811-1844), a student of Meucci; and 

Jules Lion (1809-1866), a business partner of Canova. Though the Italian immigrants and free 

people of color came from radically different personal and artistic backgrounds, the two groups 

came to find a connection in pedagogical, professional, and personal relationships. This chapter 

explores these pairings, two of which prove to be positive, symbiotic relationships in Fogliardi 

and Pepite and Meucci and Hudson, and one which demonstrates the beginnings of the 

dissolution of these Italian/Black partnerships in Canova and Lion. 

In order to understand the significance of these artists and their relationships, it is first 

necessary to establish context related to both race and immigration in New Orleans in the first 
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half of the nineteenth century. By the beginning of the nineteenth century, New Orleans was 

home to a significant population of free people of color. These people included both immigrants, 

such as Haitian Revolution refugees, and native-born citizens born into both freedom and 

slavery. One major factor in the growth of the free population was the required manumission of 

white-fathered enslaved offspring at age eighteen. Prior to the Louisiana Purchase of 1803, New 

Orleans operated under French (1718-1769) and Spanish (1769-1803) jurisdiction. During this 

period, the Code Noir of 1685 required white enslavers to free any children born out of 

relationships with their enslaved women once the child reached adulthood.22 Under Spanish rule 

and the law of coartación, enslaved people gained the right to own property and purchase their 

own freedom.23 As the population of free people of color grew, many were born into freedom, 

such as Julien Hudson, born to a white father and a free mother of color.  

Free people of color in New Orleans experienced a certain degree of liberty that allowed 

them to pursue and succeed in careers in the arts to an extent that was not possible in other 

southern cities. As a separate class of people situated between white New Orleanians and 

enslaved persons, free people of color were able to receive an education, own businesses or 

pursue a variety of careers, and accumulate relative amounts of wealth. This tripartite hierarchy 

awarded free people of color privileges nearly the same as those as white people until 1830, 

when hostility towards free people of color increased and the city became more rigidly 

segregated.24 Though this hierarchy was formally divided into three groups, the social structure 

was further complicated by the divide between the French, Anglo, and ‘other’ European-white 

populations, including the Italians.   

The term ‘Creole’ can be most simply understood as an identifier for a native-born 

Louisiana resident of white, black, or mixed-race heritage used to distinguish Louisiana-born 
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citizens from immigrant groups.25 White Creoles were typically wealthy citizens of French or 

Spanish descent, and most commonly spoke French. Creoles of color were distinguished from 

white Creoles, but were linked in their native-born status. Like free people of color, Creoles of 

color also began to lose privileges and freedoms as the nation headed toward Civil War, and after 

emancipation, they completely lost their intermediary status and were placed at the same 

sociopolitical level as formerly enslaved people. The existence of Creole culture further 

complicated the New Orleans racial and social hierarchy.  

Though Italian immigration to New Orleans did not hit its peak until after the war, as 

noted, there was a significant Italian population in Louisiana in the first half of the century. The 

appeal of Louisiana to Italians was largely economic, and many immigrants found mercantile 

success or established their own bars and restaurants. The citrus and fruit trade was especially 

profitable and popular among Italian immigrants. The immigrants in the first half of the century 

were by and large professionals, and trades or craftspeople, including visual artists, musicians, 

and theatre performers.26 Others came over as missionaries, working for and out of the St. Louis 

Cathedral.27 Though the majority pursued lawful, beneficial careers, some did become involved 

in pirating and organized crime, a stereotype that would linger for more than a century; however, 

in the first half of the nineteenth century, the Italian immigrants coming to New Orleans were 

regarded as, if not favorable, at least neutral.  

Perhaps equally important to this early group of immigrants’ professional status and 

technical skill was their northern, as opposed to southern, Italian heritage. Whereas southern 

Italians were regarded by both northern Italians and Americans as racially “other,” northern 

Italians were regarded as being more closely related to Teutonic, Anglo-white Europeans; 

Fogliardi, Meucci, and Canova would have benefitted in this way from their ‘whiter’ features.28 
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To this day, the divide between northern and southern Italians echoes conceptions of the North 

and South in the United States. Southern Italians and Sicilians, much like southerners in the 

United States, are perceived as less educated, poorer, more rural, and of a lower social standing 

by their northern counterparts.29 As immigration swelled at the turn of the century, these 

southern Italian stereotypes were more broadly applied to all Italian immigrants. It can be 

speculated that earlier, northern Italian immigrants, who were afforded a higher degree of 

whiteness and privilege, may have felt more liberty to interact with free people of color, as their 

own whiteness and privileges were not being as heavily questioned or threatened. Their 

immigrant status may have prevented them from joining the highest echelons of Creole society, 

but their race was not as heavily debated as it would be by the second half of the century, and 

thus they were not at risk of falling into the lowest social rungs. I suggest that it is as a result of 

these social conditions that Italian artists felt they had the liberties to work closely with free 

artists of color in the first quarter of the century. Their white, but still other, status facilitated 

their relationships with other non-Anglo, non-white artists.  

Jean-Baptiste Fogliardi and Louis Pepite 

Jean-Baptiste Fogliardi was an Italian-born painter and teacher active in New Orleans 

from 1820-1825. He trained in Italy prior to his arrival in the city in 1820.30 Upon his arrival, he 

immediately began working as a scene painter at the Orleans Theatre and the St. Philip Theatre, 

and executed an 1824 refurbishment of the Orleans theatre. He also opened the first drawing 

academy in New Orleans, the Louisiana Drawing Academy on Royal Street.31 One of his most 

noteworthy and successful students was Louis Pepite, considered to be the first Black artist in 

New Orleans “known to transcend mere craftsmanship.”32 Pepite assisted Fogliardi on multiple 

set designs, and succeeded him as the scene painter at the Orleans Theatre in 1830. Though there 
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is little biographical information and no extant work by either of these artists, newspaper 

advertisements and personal accounts by travelers through New Orleans shed some light onto 

their partnership and careers.  

Fogliardi’s role as a scene painter would have been highly respected in nineteenth-

century America. Though none of his designed sets are extant due to the ephemeral nature of 

scene painting, there are written accounts that detail his prowess as a painter. Giacomo Beltrami 

(1779-1855), an Italian author and explorer, lauded Fogliardi and his accomplishments in his 

1828 book, A Pilgrimage in Europe and America, writing,  

The French theatre, to the precision and fascination of the machinery introduced upon the 

stage, adds decorations of the most superb description and almost marvellous (sic) effect. 

M. Fogliardi, who is the painter, has obtained a well-merited reputation, and is 

thoroughly acquainted with the true theory of perspective. This excellent artist would 

need nothing but to have been the pupil of a Gonzaga or a Cagliari, to acquire celebrity 

even in Europe. He distributes objects with such discrimination, brings them out with 

such distinctness and breadth displays such admirable adaptation of light and shade, that 

the scene, small as it is in itself, by a sort of magic power becomes extended and 

spacious, and the eye and imagination of the spectator see almost with the conviction of 

reality the very spot where the action of the piece is supposed to pass… To superior 

talents for what may be called scenography, M. Fogliardi unites those of design; of that 

art, the benefits and wonders of which cannot be too highly eulogized, and which ought 

to be pursued by our youth with almost idolatrous attachment.33 

 

While Beltrami does not offer a description of any specific scenes designed by Fogliardi, his 

descriptions convey the dexterity with which Fogliardi created perspective and reality, 

dictionally relating him to Renaissance Italian masters and the value of disegno, or design, in 

creating art out of reality. Multiple newspaper advertisements for the Orleans Theatre highlight 

new scenery designed by Fogliardi, ranging from “un jardin et un salon” for the vaudeville 

production Le Piège, to “a Roman palace entirely painted anew.”34 In a review for a production 

of Romeo and Juliet, the Louisiana State Gazette columnist lauded Fogliardi, writing that he was 

deserving of all praise, and that his beautiful sets were enough to accommodate for what the 
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production lacked in the talent of its actors.35 These written descriptions suggest that his sets 

were highly realistic and exceedingly beautiful. His status as a foreign-born artists would have 

also likely benefitted him here, as American art connoisseurs were typically more interested in 

foreign artwork than that created by American-born artists. His work would have been 

fundamental to shaping the theatre’s cultural relevance, which was particularly important to New 

Orleans.  

In New Orleans, the theatre was a vital element of the city’s cultural development, as the 

city sought to elevate its artistic culture to the same level as major European cities. According to 

Beltrami, the city succeeded. He suggests that the attractions and amusements of New Orleans 

are not only “more brilliant than any other American city that I have seen,” but also comparable 

to those found in Europe.36 The Orleans Theatre would have been both a major cultural and 

social venue, where according to Beltrami, “the beautiful creoles fascinate and dazzle under the 

forms of the Graces.”37 French operas also often held their American debuts at the Orleans 

Theatre, a testament to its national significance.38 Located in the heart of the French Quarter 

between Royal and Bourbon streets, the theatre would have largely catered to wealthy French 

Creoles. The contributions of Fogliardi to the theatre were not unrecognized by his 

contemporaries; in December 1823, a performance of The Ricochets was held at the Orleans 

Theatre in his benefit.39 Fogliardi’s success reflects not only his abilities as an artist, but also the 

ability of a non-native New Orleanian to succeed in the arts in the early part of the century. It is 

because of this position of financial and professional privilege that Fogliardi would have been 

able to work with students, particularly students of color.  

It is likely, but not certain, that Pepite would have been working with Fogliardi at the 

time that Beltrami visited New Orleans. Beltrami only briefly mentions Fogliardi’s students in 
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passing, and none by name, noting, “I have observed the young people who attend him too eager 

to free themselves from the restraint of rules founded on experience, and from long received 

theories.”40 Pepite is largely undocumented until 1826, which is also the year that Fogliardi left 

New Orleans; however, his association with Fogliardi remained relevant, as it was mentioned in 

an 1828 advertisement for his set design for the third act of The Exile of Kamchatka, set in 

Paris.41 Pepite was highly regarded early in his career, possibly due to his association with the 

well-respected Fogliardi, and enjoyed success working at the Orleans Theatre, where he was 

appointed scene painter in 1830. He only held the position for a few years, however, before 

losing the role to Louis Develle, a Parisian scene painter, sometime in the early to mid-1830s.42 

Pepite continued to work as a landscape and ornamental painter through 1834; after that, there is 

no known mention of him in any of the city’s newspapers. 

Beyond their work as scene painters, it is possible that Fogliardi and Pepite collaborated, 

or worked as student and teacher, on one other project. In 1824 and 1825, the Marquis de 

Lafayette toured the United States and was received with grand celebration and an array of 

commemorative artworks. For his visit to New Orleans, Fogliardi created the triumphal arch that 

welcomed Lafayette to the city. Though the structure is not extant, an illustrated print depicts the 

arch (Fig. 1).43 This illustration gives a sense of Fogliardi’s familiarity with antiquity, as well as 

a skill or investment in classical subject matter; his scene paintings may have similarly alluded to 

the classical past. The base of the arch features the figures of Justice and Liberty. Above them, 

framed in Doric pilasters, are two figures of Fame carrying laurel and banners with the names 

Lafayette and Washington, who flank the arch composed of voussoirs with gilt stars and a 

keystone engraved with the word ‘Constitution.’ The entablature is inscribed with the phrase 

“Une république reconnaissante consacre ce monument a Lafayette.”44 The monument is topped 
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by the figure of Wisdom, who rests her hand on a bust of Benjamin Franklin, and on the four 

corners of the arch, bundles of arrows with shields featuring the stars and stripes. While the print 

provides a general overview of the monument, a memoir by Auguste Levasseur, Lafayette’s 

secretary and travel partner, highlights finer details lost in the illustration, including Fogliardi’s 

use of green Italian and yellow Verona marble, as well as “the names of the signers of the 

declaration of independence, and those of officers who had distinguished themselves during the 

war of the revolution…inscribed on various parts of the arch.”45  

 It is noteworthy that some of Fogliardi’s other students, including one named Alfred 

Forstall, were able to present their work to Lafayette.46 This suggests that if Pepite was working 

with Fogliardi at this point, he too may have had the opportunity to exhibit his work to the 

famous General.47 If not, Pepite’s scene painting work would have been seen by the General 

during his visit to the Orleans Theatre, where he saw a production of The Prisoner of Olmutz, 

and later during his trip, attended a ball in his honor.48 Fogliardi, as a well-respected European 

artist, was not only commissioned to create works for Lafayette’s visit, but also given access to 

the General; it was through Fogliardi that Pepite may have similarly been given these 

opportunities.  

 Though the nature of scene painting precludes an extant visual archive, the relationship 

between Fogliardi and Pepite can be studied through the above mentioned illustration and 

firsthand accounts of travelers through New Orleans. Without access to artist papers, it is 

possible only to speculate on further details of their professional relationship or any personal 

relationship between Fogliardi and Pepite.49 What can be determined is that Fogliardi’s tutelage 

was a foundational element of Pepite’s art education and the beginnings of his career. To my 

knowledge, no other free artists of color in nineteenth-century New Orleans held the title of 
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scene painter, a prestigious position that held central importance to one of the city’s cultural 

cornerstones. Fogliardi used his status as a white, European artist to elevate that of a free artist of 

color, facilitating Pepite’s education and entry into one of the more financially stable career 

paths for an artist.50 Whether this was actively intended by Fogliardi or a mere consequence of 

circumstance, it is clear that the partnership was mutually beneficial. Fogliardi’s whiteness and 

European training gave him the privilege of working for an important cultural mecca in New 

Orleans, while his Italian heritage also gave him the flexibility to work with free artists of color. 

Antonio Meucci and Julien Hudson 

The partnership between Antonio Meucci and Julien Hudson does yield extant portraits 

and miniatures.51 Meucci, an itinerant portraitist from Rome, worked throughout the Northeast 

and Southeast with his Spanish wife Nina, who was also a trained artist. The two spent time in 

New Orleans, first for a few months between 1818-1819, and again from 1827-1834; it was 

during this second visit that they met Julien Hudson, the son of a wealthy white merchant and 

free woman of color. Hudson left his previous occupation as an apprentice to a tailor to study 

with Meucci, who taught him the art of miniature painting. Miniatures were a very popular art 

form in the early nineteenth century. They functioned as small, personal objects that could be 

worn or carried as a physical manifestation of important personal relationships.52 Meucci’s 

tutelage was the first Hudson would experience in a series of European teachers, both in New 

Orleans and during his travels abroad. Though the written record on these two artists is limited, 

both leave a rich visual archive to examine. Meucci and Hudson, like Fogliardi and Pepite, 

demonstrate the possibility for a Black/Italian creative relationship in early nineteenth-century 

New Orleans.  
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The Meuccis arrived in New Orleans for a brief stint in 1818 before traveling to 

Charleston, South Carolina, where they advertised themselves as being able to “take perfect 

Likenesses in miniature for Breast Pins and Rings.”53 Though they had only been in New 

Orleans for about a year the first time around, they must have received some recognition or 

financial success, for the announcement of their return to the city cited “the liberal 

encouragement they received in New Orleans seven years ago.”54 The Meucci family presented 

themselves as jacks of all trades, offering various forms of painting, art instruction, and art 

restoration, as well as guitar lessons by Nina and general music lessons by their daughter, 

Sabina.55 Antonio Meucci also did some set design and scene painting for the Orleans Theatre in 

1827.56 Fogliardi would have left New Orleans by this point, but Louis Pepite was still active at 

the theatre, allowing for the possibility that Meucci and Pepite may have known one another or 

even collaborated at the theatre. Out of the Meuccis’ various occupations, what remains of their 

work is a collection of miniatures created during their itinerancy.  

Only two Meucci miniatures can be dated to their time spent in New Orleans, both 

depicting white sitters: the c. 1818 Dona Maria Theresa Piconelle (Fig. 2) and the c. 1826 

Portrait of a Young Woman (Fig. 3).57 While Portrait of a Young Woman has been attributed to 

both Antonio and Nina, it is uncertain if Dona Maria Theresa Piconelle was created by Antonio, 

Nina, or both.58 Dona Maria Theresa Piconelle depicts a young woman angled slightly away 

from the viewer at three-quarter length. Her right hand hovers over her waist. Her stylish, high-

waisted, Neoclassical white dress suggests a level of wealth, but she wears no jewelry. Her 

brown hair is styled up, and her large brown eyes dominate her face, giving her a sense of 

youthful innocence. Portrait of a Young Woman depicts a slightly older, but still young woman 

wearing a bluish-white dress with a ruffled collar. She wears a tortoiseshell hair piece, golden 
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hoop earrings, and a golden button or small broach in the center of her fashionable dress. Though 

she is depicted with a heavy layer of peach makeup on her forehead, cheeks, and chin, the sitter’s 

underlying blue-grey skin tone can be seen around her eyes, lips, and nose. Nina’s influence 

seems to be primarily in the inclusion of a patterned background, as Antonio typically used a 

plain, dark grey background for his miniatures, as well as in the more translucent coloring and 

slightly looser brushstroke. Dona Maria Theresa Piconelle is also a unique example of Meucci’s 

early style; his more mature work, such as Mrs. Daniel Parkman (Mary George McDonough) 

(Fig. 4) from c. 1825, shows a higher level of realism and detail. 

While working in New York, Meucci painted his only known portraits of Black sitters. In 

a series of three miniatures, Meucci painted Pierre Toussaint (Fig. 5a), a formerly enslaved 

Haitian man, Juliette Noel (Fig. 5b), Toussaint’s wife whose freedom he bought in 1811, and 

their adopted daughter Euphemia (Fig. 5c). These portraits provide a remarkable example not 

only of art depicting Black sitters, but also a commission by Black patrons. Toussaint was a 

successful hairdresser in New York, which facilitated his charitable acts including opening his 

home to orphaned children and supporting the Catholic church. His financial success would have 

also given him the means to commission such an artwork. Although miniatures were small in 

size, they were made of fine materials and required great skill to create. The miniatures of Pierre 

and Juliette were likely intended as pendants, as they face in towards each other. Both are shown 

as portrait busts against a plain, dark background; this framing and positioning is typical of 

Meucci’s portraits. Meucci’s stippling technique is evident in their textured skin and clothing 

created through the short brushstrokes. Pierre is shown as a gentleman in fine black and white 

dress. Juliette is shown with a colorful madras hair wrap, a clean white dress with fine lace detail 

and a red belt, and bold red jewelry. Euphemia is shown at half-length with a dress similar to 
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Juliette’s, with lace detailing and a pink belt around her waist. She wears fine pearls around her 

neck and in her ears, and carries a basket of flowers as an additional marker of her youth and 

femininity. The white fabric suggests an elevated social status; the women would not have been 

required to perform labor that would have dirtied their light clothing. Together, the portraits 

depict a well-respected, upper class family of color. Meucci treats his sitters with equality; they 

are shown in a similar style, with similar levels of realism and detail as his white sitters. There is 

no racial bias or allusion to the Toussaint’s history of enslavement. None of their features are 

stereotyped. Pierre, Juliette, and Euphemia are depicted as the successful, well-respected family 

that they were. During a period when white artists struggled, or refused, to depict Black sitters 

fairly or accurately, and caricatured depictions of African Americans were beginning to 

predominate in American visual culture, Meucci’s portraits of the Toussaints stand out as an 

example of respectful portraits of Black sitters in the nineteenth century. These portraits reflect 

Meucci’s acceptance, or at least tolerance, of working with and for free people of color.  

Meucci’s influence is clear in the work of Julien Hudson, particularly in Portrait of a 

Man, So-Called Self Portrait (Fig. 6), Portrait of a Creole Gentleman (Fig. 7), and Portrait 

Miniature of a Creole Lady (Fig. 8). Hudson painted each of his sitters with deep-set, wide eyes, 

elongated noses, and heavy brow bones, features that notably echo those of the sitters in 

Meucci’s portraits. Portrait Miniature of a Creole Lady is by far the most detailed. The finely-

dressed woman is seated in an ornate chair against a luxuriously wallpapered room, the edge of a 

window appearing on the right side of the composition with a Baroque curtain swept aside. 

While Hudson’s extant works are primarily full-size portraits, Portrait Miniature of a Creole 

Lady echoes Meucci’s miniature Pascuala Concepción Muñoz Castrillón (Fig. 9) stylistically 

and compositionally. Though Meucci only served as Hudson’s teacher for less than a year, he 
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was the first of a number of European artists who mentored Hudson, including German-born 

François Jacques Fleischbein in New Orleans, and while abroad in Europe, French painter 

Alexandre-Denis Abel de Pujol. Hudson’s European training gave him an advantage upon his 

return to New Orleans. American patrons were impressed by a European tour, or as seen with 

Louis Pepite, an association with an established European artist; Hudson had both. 

Though there are no surviving documents to provide insight into the personal relationship 

between the two, or even the extent of Meucci’s tutelage, it is possible to trace a basic timeline of 

Hudson’s art education and examine the influence of his studies under Meucci. Hudson 

completed only two of his three planned years in his initial apprenticeship.59 His abandonment of 

tailoring and new interest in portraiture coincided with the return of Meucci to New Orleans in 

November of 1826. Hudson would have only studied with Meucci for approximately six months, 

as Meucci last ran advertisements for his studio in May of 1827 and subsequently left for Cuba.60 

While Hudson surely gained more experience with portraiture from his later teachers, his time 

with Meucci would have given him the unique skills associated with miniature painting, 

including the preparation of the thinly sliced ivory, delicate handling of watercolors, and framing 

of completed portraits. Though Hudson’s Portrait Miniature of a Creole Lady is his only 

identified extant miniature, it is likely that his ability to paint both miniatures and full portraits 

increased his marketability and brought him additional patrons. Beyond stylistic influence, 

Meucci’s teaching not only offered Hudson the foundations of miniatures and portraiture, but 

also the associated allure of having studied under a European artist that likely facilitated his 

further education and professional career. In New Orleans, Meucci likely had the freedom to 

mentor a Black artist due to his own whiteness, his itinerant status, and possibly his wife Nina’s 

Spanish heritage. Antonio and Nina were also likely more liberal with their perceptions of race 
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as a result of both their European heritage and their travels throughout the Caribbean and South 

America, where they would have likely worked with and for a variety of people of color. Meucci 

used his privileged position, without the confines of a firmly white-American status, in order to 

support and elevate the career of a young Black artist, much like Fogliardi had done with Pepite. 

This is not to say that a young Black artist could not succeed without the tutelage of a white 

artist, nor is it to suggest any type of paternalistic, white-savior narrative; however, in the 

nineteenth-century American art market, European training or association with a European artist 

was always beneficial to American-born artists, as Europe was still considered the center of the 

art world at this point.61 A European mentor would have elevated the status of any young artist, 

but would have been particularly beneficial to artists of color, who had to contest not only with 

being American-born, but also their skin color.   

Shifting Social Climate at the Quarter of the Century 

 The relatively liberal and fluid tri-caste social hierarchy of New Orleans granted early 

nineteenth-century immigrant artists and artists of color degrees of freedom that they would 

unlikely have found elsewhere in the South. These privileges began to slowly erode in the 1830s, 

as anti-immigrant sentiments began to build, and the pressures of abolitionism constricted the 

liberal treatment of free people of color in New Orleans.62 Nativism was increasingly becoming a 

popular mindset. In 1834, the Louisiana Native American Association was created. The group 

published the True American newspaper, which regularly ran vitriolic attacks on immigrants, 

including one from 1839 which disparaged “the pauper, the vagrant, and the convict, transported 

in myriads to our shores, reeking with the accumulated crimes of the whole civilized and savage 

world, and inducted by our laws, to equal rights, immunities, and privileges with the noble native 

inhabitants of the united States.”63 This ideology was only further strengthened in the 1850s as 
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the Know-Nothing or American party gained control of the Louisiana government. New 

Orleans’s Black population, both free and enslaved, was also facing increased hostility. Free 

people of color were regularly under attack or suspected of lying about their free status, and 

often had to re-prove their freedom; for the enslaved, manumission became an impossibility in 

1857 after the emancipation of enslaved people was outlawed in Louisiana.64 This shifting 

sociopolitical climate forced both immigrants and free people of color to cling to their claims to 

whiteness and privilege, as white politicians sought to remove them, and their freedoms, from 

New Orleans.  

Dominico Canova and Jules Lion 

 These pressures surely impacted the careers of artists, both Italian and Black, working in 

New Orleans. Dominico Canova, an immigrant from Milan, and the French-born, mixed-race 

Jules Lion demonstrate some of the ways in which artists adapted their careers in order to protect 

both their social and financial stability in the pre-war period. Canova and Lion were not student 

and teacher, but rather co-educators who ran a studio together in New Orleans.65 The younger 

Lion spent more documented time in Europe, exhibiting his work at Paris Salons in the early 

1830s, while Canova seems to have completed more training and work in the U.S., where by 

1825, he was working for a lithographer in New York. Both men had arrived in New Orleans by 

the mid-1830s, where they both pursued numerous artistic endeavors: Canova marketed himself 

as a portraitist, decorative painter, and lithographer, while Lion worked as a lithographer, portrait 

photographer, and cityscape photographer.66 Their respective work, particularly when considered 

with knowledge of their business partnership, provides a complicated view of artistic practice 

and race relations in the decades leading up to and during the Civil War. Canova created images 

that stereotyped Black subjects and provided ornamental painting services to the Whitney and 
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San Francisco plantations, which enslaved over 400 people in total.67 Lion, despite his identity as 

a mixed-race man, created lithographs for Confederate songbooks. Their contradictory identities, 

actions, and artwork produced during this period shed light on the complicated ways that non-

Anglo (or in New Orleans, non-Creole), non-white Americans were forced to reconsider and re-

align themselves as an act of self-preservation. Canova and Lion’s respective actions reflect the 

shifting sociopolitical conditions of the pre-war period. 

Canova attempted to open his own drawing school as early as December of 1838, when 

he ran advertisements for night and evening drawing classes.68 Advertisements for this school 

ran periodically for about four months. In 1844, he became a drawing instructor at Louisiana 

College, and after that, held professorships at the Classical and Commercial School and Franklin 

High School.69 Lion had similarly offered independent art education in his advertisements for his 

art practice.70 Together, Canova and Lion opened the Academy of Drawing and Painting in 

November of 1848.71 There is very little known about the operations of the Academy, the level 

of collaboration between Canova and Lion as educators, or the names of any of their students. 

The Academy was a short-lived operation, as Canova had resumed his role at Franklin High 

School in the fall of 1850.72  

Even without specific knowledge of the business’s practices, the mere existence of such a 

partnership demonstrates that Canova, on some level, viewed Lion as enough of an equal to co-

found and own a business with him, and that legally, despite their different racial status, the two 

were allowed to co-own a business. This suggests one of two things: either Canova would have 

been considered less than white, and thus placed somewhere in the middle tier of New Orleans 

society, where Lion would have resided; or, Lion was white-passing, and thus able to be 

considered white, like Canova. The second seems more likely, as Canova was Milanese, and 
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would have likely had lighter skin and more Teutonic features compared to the more traditionally 

dark features of southern Italians. The two men also both likely spoke French, and may have 

found common ground in language. Lion’s racial appearance has been heavily questioned by 

scholars. Though he is listed as a “f.m.c” (free man of color) in six city directories, his race is 

rarely acknowledged in contemporary documents, and in the 1850 Census, Lion identified 

himself as white.73 This may have been an act of self-preservation; it would have likely been 

easier for Lion to pass as white than to constantly reaffirm his free status as a mixed-race man. 

While it is impossible to determine either man’s racial presentation, what is significant is their 

equal status, or, their ability to work together despite racial and social differences. Though it is 

well-known that European artists taught free artists of color, Canova and Lion present an 

example of Italian and Black artistic interaction in a more collaborative, equal sense. Following 

their partnership, however, Canova began to engage in harmful artistic practices, including 

accepting commissions at plantations and creating stereotyping images of Black subjects. These 

practices cast doubt on how progressive, if at all, his beliefs regarding race may have been. 

 Canova is most well-known for his decorative paintings and murals in hotels, churches, 

and plantations in and near New Orleans.74 Though he first marketed himself as a portraitist, he 

may not have been able to find enough patronage in that arena due to the large number of 

portraitists in the city.75 One of his first decorative painting commissions was for the St. Louis 

Hotel, where he worked with another Italian referred to as A. Pinoli.76 The St. Louis Hotel (Fig. 

10) was a hub for art activity and art connoisseurs, particularly amongst Creoles and European 

visitors; in 1847, a major collection of 350 European artworks, assembled in Italy and shipped to 

the United States, was auctioned off there to the city’s elite.77 The hotel also held auctions of 

another kind. Canova’s murals were located in the copper-plated domed rotunda, the hotel’s 
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center of activity that included a raised platform used, prior to emancipation, to auction off 

enslaved people.78 An 1842 engraving by J.M. Starling illustrates a slave auction taking place in 

the rotunda, a year after Canova received the commission to decorate the room. It is unclear 

when Canova’s work was completed, but it is unlikely that it was finished at the time of this 

illustration.79  

The full subject matter of the St. Louis Hotel murals is unknown, as the building was 

heavily damaged in a 1914 hurricane and later demolished. Based on extant written accounts and 

post-hurricane photographs, all that is known is that “the busts of eminent American heroes and 

statesmen” adorned the dome, painted in what is described as the grisaille technique, made to 

look “more like the production of the chisel than the effort of the brush.”80 Photographs of the 

hotel taken from before its demolition but after the hurricane damage illustrate these panels (Fig. 

12a, 12b), but it is difficult to discern specifics due to the quality of the images. The Times-

Picayune referenced the appearance and function of the space in 1841, saying, “We thought the 

reverberation of the auctioneer’s voice sounded more sweetly that it would or could 

elsewhere.”81 Unlike the small, dingy, unseen auction rooms in other major slave-trading cities 

like Richmond, New Orleans auctions were often conducted in large, beautiful public spaces, 

like the St. Louis Hotel, as a spectacle meant to entertain.82 Canova, if not directly supporting the 

activity of the slave trade, at least contributed to making its brutal activities more palatable for 

those in power. The setting he created acted as scenery for the stage of the slave sale, 

contributing to the framing of human trafficking as a narrative performance that entertained 

white observers.  

The St. Louis Hotel is not the only space dedicated to advancing the practice of 

enslavement that Canova was involved with decorating. He also completed decorative murals on 
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multiple plantations, including the San Francisco Plantation (Fig. 13) and the Whitney Plantation 

(Fig. 14). At San Francisco, the interior decorations provide a stark contrast to the reality of life 

for the people enslaved there. The “light and cheerful” painted decorations included “flowers, 

trellis work, and birds” (Fig. 15), and in a bedroom, “several dark-skinned cherubs” (Fig. 16).83 

The Whitney Plantation provides a unique example of decorative painting in that it includes both 

interior and exterior painted decoration, all completed by Canova. A detailed photograph of the 

interior ceiling (Fig. 17) demonstrates some of Canova’s foliate work, as well as an ornamental 

crest featuring the letters “MH,” the monogram of the plantation’s original owner, Marecelin 

Haydel. Although it is impossible to ascertain Canova’s personal beliefs or political leanings 

from his willingness to accept commissions to decorate spaces that sanctioned the practice of 

slavery, this pattern does suggest that Canova was at least complicit in the oppression and 

enslavement of Black people. One can only imagine the discordant emotions felt by the people 

enslaved at San Francisco or Whitney to have seen such idyllic imagery featuring Black subjects 

in a space that was entirely founded upon the oppression of Black people. Canova’s work 

contributed to the erasure of the horrors of slavery, much in the same was as he did at the St. 

Louis Hotel, by creating a beautiful environment that distracted from the atrocity of enslaver’s 

actions and made the presence of the system of slavery more palatable to white observers. 

Further, by commissioning beautiful, foliate murals, the patron may have intended the decorative 

scheme to distract from the dehumanizing practice of enslavement taking place at the home. 

Canova’s murals would have added an air of gentility that may have helped conceal the violent 

system of enslavement.  

Extant lithographs by Canova provide further examples of his willingness to create 

artwork for or about racist subjects, and depict harmful anti-Black stereotypes. Two images, The 
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Residence of John McDonogh (Fig. 18) and McDonogh's last trip and last picayune saved for the 

poor (Fig. 19), were made after the death of John McDonogh, a wealthy New Orleans trader and 

enslaver. The two were likely printed together. The view of McDonogh’s residence depicts the 

big house, a relatively large outbuilding, and a pigeonnier or dovecote. Nine enslaved men are 

depicted completing various tasks, including moving, making, and filling barrels. The tenth man, 

presumably McDonogh or an overseer, watches the men and raises his right arm, a gesture of 

dominance commonly seen in images of enslavers and overseers. There is one woman in the 

scene, who stands outside the big house and appears to hold a broom; perhaps she worked in the 

home. This scene not only conveys McDonogh’s wealth, but also the control he held over a 

significant population of enslaved people. Though McDonogh’s legacy came to be focused on 

his manumission policies and philanthropy in education, Canova’s image highlights the methods 

that brought him wealth: the work of enslaved people.84 This is not to say that Canova’s image 

provides credit or agency to the enslaved laborers, but rather, like most images of plantations, 

serves to emphasize McDonogh’s power and wealth.  

The bottom half of the print (Fig. 19) depicts McDonogh in a small boat with a Black 

man. McDonogh is shown finely dressed, holding a parasol and wearing a shiny top hat. He is 

thin almost to the point of frailty, but has a strong face and confident posture. The Black man 

holds the oars to the boat, suggesting that he is working for McDonogh. His clothing is ill-fitting, 

and his hat appears worn and misshapen. Most significantly, his face is highly stylized and 

stereotyped. He has only two visible teeth, and his lower jaw juts forward. His wide eyes and 

smile convey a sense of joyful innocence, as if he is enjoying the act of serving. The inscription 

on the image also supports the visual indicators that the man is poor; McDonogh has saved a 

picayune for him, a coin that was nearly worthless. This idea reflects a broader trend in 
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McDonogh’s life: though he portrayed himself as a more benevolent slave owner through his 

manumission policy, which allowed his enslaved people to buy their freedom, its conditions in 

reality required his enslaved people to work for nearly fifteen years before they were able to 

achieve this. McDonogh undertook minute acts of good in order to conceal the violence he 

perpetuated daily through the act of enslaving. Canova’s representation of such a stereotyped 

Black man, while common in the broader scheme of nineteenth-century American art, provides a 

harsh departure from the portrayal of free people of color by Meucci. This shift reflects a more 

general cultural shift from the early to mid-nineteenth century, as racial stratification became 

more intense and the previously fluid racial hierarchies of New Orleans became more rigid. 

Whether Canova was motivated by a self-serving desire to align himself with white, Anglo-

Americans, or by an innate discriminatory belief system, is unclear. Regardless, he was willing 

to produce images that directly supported the agendas of white supremacists and enslavers.  

Perhaps the most indicative image created by Canova was his depiction of a popular Civil 

War narrative about the steadfast commitment of southerners to the Confederacy. Episode of the 

American War: Determination and Courage of a Confederate Prisoner at Vicksburg (Fig. 20) 

depicts the story of Albert Mellen, a Confederate soldier who cut off his own hand as an act of 

refusal to join the Union army and work for the “rotten Government under a negro guard.”85 The 

graphic image shows Mellen raising his left arm, with blood pouring out and dripping onto a 

wooden stump where his disembodied hand sits lifelessly. The brick room, perhaps a cell block, 

in which he sits seems to be filled with various cutting tools, including the hatchet he holds, an 

axe leaning against the wall, a saw hanging behind him, and a shelf holding additional tools. The 

Union soldiers hesitantly enter the room, their guns raised but their eyes wide and their hands 

held up in cautionary surrender. While it is possible that Canova painted this as an allegorical 
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scene, its connotations and associated narrative would have been clear to contemporary viewers. 

The Mellen narrative did not only reinforce anti-Union sentiment, but his refusal to work under a 

“negro guard” reaffirms that much of the anti-Union sentiment was also anti-Black. As with 

Canova’s other works, it is impossible to say with certainty that this image reveals his personal 

beliefs; however, as has been demonstrated, Canova did produce an array of artworks over 

multiple decades that celebrated racist, pro-slavery ideologies and actions. Further, Canova’s 

production of lithographs with racist iconographies and subtexts suggests that his willingness to 

produce these images was not entirely motivated by financial gain; whereas a contract to 

complete an entire decorative scheme for a hotel or plantation would have likely yielded a large 

payout dependent on the patron’s satisfaction, the stakes were lower with prints, and artists were 

often much more expressive with their political beliefs in this medium. The existence of these 

images suggests that Canova may have had more personal investment and belief in what he was 

depicting here, as he likely had little to gain financially, nor did he have a patron forcing his 

hand.  

Following his partnership with Canova, Jules Lion’s career similarly took a turn towards 

creating artworks that directly supported Confederate platforms. Prior to the war, he had 

maintained a similarly diverse career that involved teaching, photography, and printmaking. He 

first came to New Orleans in 1837, where he listed himself as a painter and lithographic 

portraitist.86 When he returned to the United States after a trip to France in 1839, he brought with 

him early information regarding the daguerreotype, Louis Daguerre’s silvered copper plate 

photographic method that became commercially available in the early 1840s. Lion was one of, if 

not the very first artist to create daguerreotypes in the U.S. While portraiture would become the 

most common form of daguerreotype in America, Lion’s first photographs were cityscapes, a 
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reflection of the trend for scenery photographs in his native Europe.87 None of his 

daguerreotypes are known to survive; however, there is a significant extant body of his 

lithographic portraits, as he published them in a collection of images of famous New Orleanians, 

and later, in a more comprehensive collection of his oeuvre. He made portraits of prominent 

citizens such as Father Aloysius Leopold Moni (Fig. 21), a priest at the local St. Louis Cathedral, 

as well as national icons, including Andrew Jackson (Fig. 22) and Martin van Buren (Fig. 23). 

Lion’s career, like those of many artists, shifted as the Civil War began. As demand for 

portraits waned, artists were forced to pursue other avenues of employment to ensure financial 

stability. Lion found stable printmaking work creating covers for sheet music in Confederate 

songbooks, including one for The Free Market Waltz (Fig. 24) and The Beauregard Manassas 

Quickstep (Fig. 25), named for Confederate General P. G. T. Beauregard. It was common for 

Confederate songs to include the names of famous generals or icons in their titles, even if the 

person had little to do with the actual music, as it helped popularize the songs.88 Beauregard’s 

likeness, created by Lion, may have been an additional tool to help sell or more widely distribute 

the music. Lion’s willingness to produce such images evidently seems to contradict his identity 

as a free person of color; however, as addressed earlier, his race may not have been a strong 

influence, as Lion was typically referred to only as a Frenchmen, not a person of color, in 

contemporary reports. If he was only European and white, he likely would have been more 

willing to accept work from the Confederacy, as the Confederate platform would not have 

directly targeted his rights and identity. While the only archival evidence for Lion’s race is in 

one set of city directories, one of his portraits may provide insight to his racial identity.   

Asher Moses Nathan and Son (Fig. 26) from c. 1845 is one of, if not the very first double 

portraits of a white father and his mixed-race son. The portrait depicts Asher Moses Nathan, a 
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Jewish immigrant from Amsterdam, and his son Achille.89 The portrait hung in Nathan’s home 

on Burgundy Street, where he lived with his partner, a woman of color, and their mixed-race 

children. Nathan was a successful merchant and trader, and may have owned slaves or had a role 

in the purchasing and transportation of enslaved people through his business ventures.90 While it 

was not uncommon for white, European men to father children with free women of color, the act 

of commissioning a portrait with a mixed-race son is highly unusual. This portrait is also only 

one of two images of a person of color created by Lion.91 The portrait depicts both father and son 

as gentlemen. They are dressed in fine suits. Achille wears a blue, patterned tie and a red ring on 

his right hand, which holds his father’s. Asher wears a black tie, and stands in front of his son, 

but is either shorter or standing on lower ground than him. Regardless, Achille is given a sense 

of authority of leadership, as he stands taller than and places his hand on the shoulder of his 

father. For Lion to paint such a portrait, he must have held some level of empathy, either from 

outside observation or personal experience, for his mixed-race sitter.  

Though it may be impossible to determine the nature of Lion’s racial identity and the 

ways in which it may have shaped his career and relationships, the partnership of Canova and 

Lion opens the doors to the increasingly complicated nature of both personal and interpersonal 

identity as the Civil War approached. Both Canova and Lion likely would have felt pressure to 

align themselves with Anglo-white America as an act of self-preservation as tensions rose prior 

to secession. Without absolving Canova for his involvement in decorating spaces used to further 

enslavement or his racist depictions of people of color, a consideration of changing sociopolitical 

conditions may explain his actions. Because immigrants had a tenuous status in the social 

hierarchy, Canova may have believed that he needed to align himself with the side of the 

oppressor in order to avoid being oppressed; Lion, as both a European immigrant and possibly a 
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free person of color, may have felt similarly, thus explaining his willingness to create images for 

the Confederacy and perhaps pass as white. Though their personal beliefs are unknown, the 

artistic production of Canova and Lion during the pre-War period reflects the increasing racial 

hostilities and beginnings of divisiveness between Italian and Black Americans. 
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CHAPTER 3: POST-CIVIL WAR 

 

 

 

Reconstruction and The New Immigration: Increasing Anti-Black and Anti-Immigrant Sentiment  

 

 As the United States began to rebuild following the Civil War, the rapidly changing 

sociopolitical situation created a multiplicity of new racial and ethnic divides that facilitated the 

rise of anti-black, anti-immigrant, and anti-Italian sentiments. Following emancipation, there 

were over four million newly-freed Black citizens that needed to integrate into American society. 

Southern states immediately tried to hinder this integration through “Black Codes,” restrictive 

laws limiting the rights and freedoms of Black people. Though these codes were short-lived as 

the federal government took control of Reconstruction in 1867, the hateful ideologies behind 

them only gained traction as the South saw the rise of white supremacist groups such as the Ku 

Klux Klan. The visual record from the period following the war also reflects an increasingly 

hateful, derogatory attitude toward Black subjects through the creation of numerous stereotypes 

such as the Sambo, the Golliwog, the Mammy, and the Mandingo. These stereotypes were 

widely distributed through the use of prints, and later, film. 

 Southern planters found themselves in desperate need of a labor supply following 

Emancipation, as they could no longer enslave Black people, and many formerly enslaved people 

left the South for the increasingly industrial North. In Louisiana, this void was filled primarily by 

Italian immigrants. Between 1850-1900, approximately 35,500 Italians arrived in Louisiana.92 

While more than half of these arrivals ultimately settled in other states, this influx increased the 

Italian population in Louisiana nearly tenfold, and most of these immigrants were concentrated 
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in New Orleans and other southern parishes, where they found employment on sugar 

plantations.93 One major factor that led to the development of anti-Italian sentiment in Louisiana 

was the shifting demographic of the new Italian immigrants. Whereas those immigrating in the 

first half of the century were largely northern professionals with Teutonic features, the new 

immigrants came predominantly from southern Italy and Sicily, where it was more common for 

people to have darker skin and hair.94 In Italy, southern Italians and Sicilians were, and are, 

stereotyped in many of the same ways that Southerners and Black people in the United States 

are; southern Italians and Sicilians “were ‘othered,’ first by lighter-complected northern Italians 

and northern Europeans, then by Anglo Americans, as lazy, criminally inclined, intellectually 

inferior, and overly sensual,” according to historian John Gennari.95 These exact stereotypes that 

were placed on Italians came to be used as weapons yielded by Italian migrants against Black 

people. Others were uniquely Italian, such as that of the mafioso or gangster, the inherent 

predisposition to organized crime.96 The adoption of white supremacist, elitist ideologies was a 

sort of rite of passage for Italian migrants once they gained a certain level of financial security; 

by adopting the same biases and privileges as Anglo Americans, it certified their status as white.  

 Because Italian Americans are almost universally regarded as white today, this desire to 

establish whiteness may seem unwarranted; however, the racial status of Italian immigrants was 

highly debated during the first major wave of Italian immigration. In both Italy and the United 

States, southern Italians and Sicilians were long claimed to be, if not black, at least not white. A 

saying in Italy goes, “Europe ends at Naples. Calabria, Sicily, and all the rest belong to Africa.”97 

The divide between the North and South only increased after Italian Unification at midcentury, 

as northern Italians began to try to scientifically prove that southern Italians were biologically 

different, much in the same way that in the United States, scientists such as Louis Agassiz tried 
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to prove the validity of polygenesis.98 There was also a similarity in the vocabulary used to 

discuss Black and Italian people: derogatory terms such as ‘guinea’ and ‘dago’ were applied to 

both groups.99 In extreme cases, Italians were considered entirely black; a narrative account from 

one Sicilian immigrant noted that “the boss used to call us niggers,” and “told us that we weren’t 

white men.”100 Despite these public conceptions, at the most official level in federal documents, 

namely the census, Italians were classified as white, which afforded them significant privilege in 

raising their social and economic status.101  

At a state level, however, the Louisiana public and government persecuted Italians in 

many of the same ways they persecuted Black people. In the last quarter of the century there was 

a series of lynchings of Italian Americans: in 1891, eleven were killed by a mob for their 

perceived involvement in the murder of New Orleans police chief David Hennessy, despite their 

acquittal; in 1896, five in Hahnville, Louisiana were killed by a mob of sugar planters; in 1899, 

five were hung in Tallulah, Louisiana.102 These murders bring to light another complexity in the 

Black/Italian dynamic. The lynchings created brief solidarity between Black and Italian 

Louisianans; following the 1896 Hahnville lynching, according to historian J. Vincenza Scarpaci, 

“A large number of Negroes and Italians were present at the burial,” causing white citizens to 

fear a possible Black/Italian alliance in seeking revenge.103 While instances such as these brought 

unity, the overarching result of Italian persecution was an Italian disavowal of any connections to 

the Black community. At an institutional level, the state government sought to revoke the rights 

of both groups. At the 1898 Louisiana State Constitutional Convention, legislators attempted to 

disenfranchise both Italians and African Americans.104 Urban Italians were ultimately able to 

retain their right to vote through the “Dago clause,” but the attempt at disenfranchisement 

reflects a shared hostility to both groups.105 
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The Black/Italian dynamic was critically complicated following the Civil War. The 

changing social structures and increased hostility towards both groups created a clear divide that 

largely superseded any former allegiances and shared cultural connections the two groups held. 

Italian Americans were desperate to avoid a continuation or escalation of discrimination, and in 

order to distinguish themselves from the Black population, stepped into the role of the white 

oppressor. This trend can be observed in continued study of Louisiana’s artists. Achille Perelli, 

though he had a noteworthy friendship with Black sculptor Florville Foy, embodied white 

supremacist ideologies through his creation of Confederate monuments. His work reflects the 

broader practice of Italians stepping into the role of oppressor in order to avoid their own 

persecution. Transitioning into the early twentieth century, Conrad Albrizio’s career 

demonstrates the way that Italians were able to nearly completely assimilate by midcentury. This 

chapter further explores the roles of these two Italian artists, revealing how they worked to 

solidify Italian whiteness and perpetuate discrimination against people of color. 

Achille Perelli and Florville Foy 

Achille Perelli (1822-1891) and Florville Foy (1819-1903) were two key pillars in the 

mid-nineteenth century New Orleans arts communities. Perelli immigrated from Milan in 1850, 

and quickly became a well-respected painter, sculptor, and teacher. Foy was born in New 

Orleans to a French immigrant father and free woman of color mother, who provided him with 

an arts education. Both artists found artistic and financial success in New Orleans, and likely met 

through their shared profession of tomb and monument making for the New Orleans cemeteries. 

The two were reported to have a close friendship, to the extent that Perelli sculpted a portrait bust 

of Foy that is no longer extant. Despite this close friendship, there is no documentation regarding 

any professional collaboration. However, the two can still be studied and considered together, as 
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they likely would have been involved in similar artistic and professional circles. Despite their 

close personal relationship, based on Perelli’s artistic production, he likely held strong anti-Black 

beliefs, as he not only accepted commissions for Confederate monuments following the war, but 

decades later, created sculptures that embraced harmful stereotypes of Black Americans. 

 Of the Italian immigrant artists discussed thus far, Achille Perelli may have been the most 

successful and most beloved. Upon his death in 1891, his obituary was printed not only in the 

Louisiana newspapers, but as far across the country as Oregon and Idaho, and it celebrated his 

achievements as a painter and sculptor. Per his obituary, his art career began in his native Milan, 

where he was trained at the city’s art academy and studied under sculptor Pietro Galli.106 In 

1848, he briefly abandoned his work as an artist to fight under Giuseppe Garibaldi in the 

revolution against Austrian occupation.107 When he arrived in New Orleans, he quickly became 

active in local arts organizations, joining the Artist’s Association of New Orleans and helping to 

organize the Southern Art Union.108 Though his legacy is largely based on his work as a 

naturalist and watercolorist, during his lifetime, he was most renowned for his sculptures, which 

included portrait busts of prominent New Orleanians and national figures, small-scale statues of 

animals, funerary sculpture, and Confederate monuments.109 

 Perelli’s most unique portrait bust would surely have been that of Florville Foy, now lost. 

Despite the lack of visual evidence, some conclusions about the reception and intended purpose 

of the bust can be drawn. Foy was said to have treasured the bust for all his life.110 The positive 

reception of the bust implies that the representation of Foy was accurate and flattering; surely he 

would not have received warmly a bust that included any inaccurate or stereotyped features. If 

sculpted from life, the two would have likely spent a significant amount of time together as artist 

and subject, suggesting a level of friendship. The act of creating a bust also implies a certain 
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level of respect and admiration that Perelli would have held for Foy. Not only would Perelli have 

had to dedicate time and materials to the project, but the creation of a bust signifies that the 

subject depicted is viewed as deserving of honor and celebration. Perelli’s known portrait busts 

include respected men, including local philanthropists like Samuel J. Peters, who helped “in the 

establishing of the Public School Library and Lyceum,” and nationally revered men such as 

Abraham Lincoln and Winfield Scott (Fig. 27).111 However, Perelli also accepted multiple 

commissions from the city of New Orleans to create busts of Confederate leaders including 

Robert E. Lee and Stonewall Jackson. The Foy bust is Perelli’s only known portrait, painted or 

sculpted, of a person of color. Whether the bust is an anomaly amongst Perelli’s work or a 

reflection of his true personal beliefs regarding Black Americans is at this point undeterminable; 

however, the extant visual record suggests that Perelli harbored discriminatory beliefs, or, was at 

least willing to spread harmful stereotypes regarding Black people during a period when racist 

imagery was becoming increasingly prevalent in the popular media. 

 There are two known Confederate monuments by Perelli. The first, Tomb of the Army of 

Tennessee, Louisiana Division (Fig. 28a) in Metairie Cemetery features only a bronze insignia 

above the entrance to the tomb by Perelli (Fig. 28b); the equestrian sculpture of General Albert 

Sidney Johnston above the crypt and the statue at the entrance were both completed by 

Alexander Doyle. The monument was completed in 1887, nearly 20 years after the end of the 

war. It is unclear if Perelli completed only the circular insignia, or the additional cannon and 

flags that sit behind the medallion. The monument is simple: an earthen tumulus with a gothic 

pointed archway, topped by Perelli’s insignia and Doyle’s equestrian sculpture. Perelli’s insignia 

is centered around an eagle with its wings spread. The inner, slightly recessed circular plane is 

divided into four by diagonal lanes that intersect at the eagle and hold two stars each. From left 
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to right it reads “LA DIV,” the Louisiana Division of the Army of Tennessee, indicated with the 

vertical initials “A T,” identifying the entombed. Most notably buried here is General P.G.T. 

Beauregard, whose bust was engraved by Jules Lion. Around this central plane is a beaded 

border and foliate border, possibly a laurel wreath or a design intended to echo that on the Seal 

of the Confederate States (Fig. 29). Though Perelli played only a minor role in the construction 

of this monument, his later works highlight more substantial contributions to perpetuating the 

legacy of the Confederacy.  

 Perelli’s other Confederate monument, Monument of the Army of Northern Virginia, 

Louisiana Division (Fig. 30), offers an example of his ability to create full-figure sculptures. On 

top of the tumulus stands a 38-foot high column topped by the figure of Confederate General 

Stonewall Jackson. The base of the column displays two Confederate flags crossed over one 

another, with an inscription identifying the entombed regiment. The Doric column is encircled 

by two evenly spaced bands that seem to mimic woven wicker. Immediately below the platform 

for the figure is a band of stars. From the angle of the viewer, Jackson is shown gazing 

downwards, his hat tipped over his eyes. He rests one arm on a wall or support, the other on his 

hip. The figure is rendered naturalistically, and beyond his uniform and weapon, does not seem 

to glorify his military achievements. Though the figure itself is simple, the monument’s 

dominant size and sense of classical grandeur acts as a celebration of lasting Confederate power 

and influence in the region. The monument was also the site of a major Confederate event, the 

burial of Jefferson Davis.112 

Perelli’s contributions to Confederate monuments only furthered New Orleans’ 

“increasing devotion to the Confederacy” that emerged after the Civil War.113 Though New 

Orleans had been a relatively ambivalent and unenthusiastic supporter of the Confederacy in the 
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years leading up to the Civil War, and had been Union-occupied for the majority of the war, by 

the 1880s, the city had become “the headquarters of Confederate sentiment, feeling and 

action.”114 Lost Cause ideology unified the Anglo Americans of the city, and eradicated the 

tripartite social and racial hierarchy that had granted free people of color and immigrants 

personal liberties before the war. The term “Creole,” previously applied to French free people of 

color and white people, came to apply only to white New Orleanians. After the Civil War, New 

Orleans also gained a substantial population of residents from other Confederate states, including 

a large group from Virginia, where Lost Cause ideology was most prominent.115 Without access 

to personal documents, it is difficult to determine Perelli’s beliefs. It could be argued that in the 

Reconstruction South, artists were in desperate enough need of work that they would be willing 

to complete works that violated their own personal beliefs; however, this does not seem to be the 

case with Perelli. Not only did he likely carry some of his nationalist beliefs over with him from 

Italy, but he also was likely concerned with protecting himself and his family from persecution 

as hostility towards immigrants rose in the years following the war. Many Italians developed 

anti-black sentiments in the later part of the nineteenth century as they moved to align 

themselves with Anglo-Americans in order to retain the privileges of whiteness. Further, Perelli 

seemed to have had relative success in New Orleans; it is unlikely that he was financially 

desperate. His acceptance of the commissions to create Confederate monuments was thus also an 

acceptance of Confederate ideology. 

 The clearest example of Perelli’s willingness to accept and promote racist stereotypes 

towards Black people appears in his sculpture Emancipation. Though its location or existence is 

unknown today, the statue is described in newspaper accounts. It is first mentioned in an 1890 

article about the Artists’ Association show, at which Perelli exhibited “medallions and a comical 
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statuette, ‘Emancipation.’”116 The statuette is not mentioned again until Perelli’s passing in 1891. 

His obituary in the Times-Democrat recalled, “some of his statues, statuettes, and bas reliefs of 

lions and other wild animals were particularly admired. A grotesque statuette of a monkey, 

entitled ‘Emancipation,’ is a highly prized work.”117 The implications of such a work are clear. 

In his own, private work, Perelli was depicting the emancipation of enslaved Black people as 

“grotesque” animals, and perpetuating the common practice of including African Americans in 

fine art for comedic effect. This is not an example of a major public commission, such as a 

Confederate monument, or a high-profit situation such as Canova’s commissions for plantation 

murals; the statuette was likely created without a patron, suggesting that it was either a reflection 

of Perelli’s personal beliefs or an attempt to situate Perelli in the white social caste and solidify 

his privilege.  

 While Perelli’s legacy today may be that of a watercolorist and friend to Florville Foy, 

his artistic production following the war is indicative of his willingness to abandon any solidarity 

with or support of free people of color and newly freed, formerly enslaved people. While this 

may reflect Perelli’s own racist beliefs, it may also be attributed to the rapidly growing tension 

between different racial and ethnic groups which, across broader social history, led many Italian 

immigrants and Italian-Americans to distance themselves from other persecuted groups. 

Considering this context is not an absolution for Perelli, but rather an acknowledgment of the 

culture to which he was contributing through his production of racist images. 

Foy’s career is one of the most well-documented amongst New Orleans’ free artists of 

color. It is also a bit of an anomaly; most known free artists of color were working in the early 

decades of the nineteenth century, as it became increasingly difficult for Black artists to find 

success in New Orleans with the rise of white supremacy and establishment of Jim Crow.118 Foy 
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may have been able to overcome these institutional barriers partially by benefitting from his 

father’s established career as a stonecutter. After studying in France as a child, he returned to 

New Orleans and studied marble cutting and sculpture with his successful father, Prosper Foy.119 

Foy came into success of his own, employing at one time eight artisans. Prior to Emancipation, 

he also owned two enslaved people who worked in his home, not an uncommon practice among 

New Orleans’ wealthier free people of color. Foy specialized in funerary objects, including 

tombs, gravestones, and sculpture. His connection with Perelli likely stemmed from their shared 

work in the cemeteries of New Orleans, as well as their shared status as two of the most well-

respected sculptors in the city. It is possible to speculate that his friendship with Perelli may have 

been advantageous to him, as his other associations with European artists, such as French 

architect J. N. B. de Pouilly, enhanced his status as an artist.120  

Foy is responsible for many of the crypts in the major New Orleans cemeteries, including 

Metairie and St. Louis cemeteries; St. Louis was a common burial site for the creoles of the city. 

Marble cutting was particularly lucrative in New Orleans. Americans in the nineteenth-century 

had a strong tradition of public mourning and codified grieving following death, and in New 

Orleans, the ornate above-ground crypts and large gravestones were key to this process, 

increasing the demand for stone and stonecutters.121 Foy advertised his work extensively, 

particularly when he received new shipments of Genoa and Carrara marble.122 Examples of his 

work include the Abat Tomb (Fig. 31) and the Dejan Tomb (Fig. 32). Foy often made use of 

floral symbols, which were common funerary decorative elements that symbolized the ephemeral 

nature of life. There is only one known extant freestanding sculpture by Foy, Child with Drum 

(Fig. 33) from 1838. There is not a clear stylistic connection between Foy and Perelli, nor is 

there any documentation of them working together. There would have been little opportunity for 
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mentorship from either party, as both received formal educations in Europe and would have been 

relatively established by the time they met in New Orleans.  

The relationship between Foy and Perelli, though minimally documented, provides a case 

study of the transitioning relationship between Italian and Black Americans as the two groups 

became increasingly persecuted. For Italians, the “price of a ticket for full admission into U.S. 

society” was the rejection of Italian culture and the full embrace of a white, Anglo American 

identity; part of this included adopting the role of the oppressor.123 At the same time, there was 

some continued solidarity between Italian and Black Americans, both in creative practices, 

including music, and personal relations. This complex dynamic continued to erode into the 

twentieth century, particularly as nationalist, anti-immigration ideologies compounded the 

existing racism in American culture. 

Early Twentieth-Century Assimilation and White Supremacy 

 Today, Italian Americans are completely assimilated into the more general white, 

European culture in the United States. It is difficult to definitively state at what point this became 

true. While some scholars argue that Italians were always regarded as white, others consider 

whiteness something that was earned or bestowed upon Italian immigrants over time. In 

Louisiana, the date of full integration is sometimes associated with Italians being allowed to join 

traditionally white Mardi Gras krewes in the 1960s.124 Another possibility for a date of 

assimilation is earlier in the century, around 1910, when, as J. Vincenza Scarpaci describes, 

“Italian plantation laborers moved up the socioeconomic ladder into private enterprise” and “left 

behind much of the low status they had shared with their African American coworkers,” leading 

the Italians to “adapt to the outward rules of white southern prejudice” as a means of avoiding 
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being discriminated against.125 At the turn of the century, the whiteness of Italians was still 

uncertain, but was closer to being determined. 

Black writers began debating the issue of non-black whiteness in the The Crusader in the 

1920s. One article asserted that the Black and Italian experiences were incomparable, arguing, 

“Only a super-ass would see even the slightest comparison between the Negro’s degraded 

position in this country and the favored position of the English, the Irish, the Germans, the 

French, the Italians, and the Russians, all of whom are admittedly within the charmed circle of 

the dominant race.”126 Others, including W.E.B. Du Bois, suggested that post-World War I 

nationalism and Americanization ideology was “a renewal of the Anglo-Saxon cult; the worship 

of the Nordic totem, the disenfranchisement of Negro, Jew, Irishman, Italian, Hungarian, Asiatic, 

and South Sea Islander – the world rule of Nordic white through brute force.”127 This perspective 

reflects a more nuanced consideration of race, and the ways race and ethnicity create a sort of 

spectrum; skin color and nationality push and pull various groups towards or away from 

privilege.  

 Du Bois became more attuned to the Italian struggle after the late-nineteenth century 

Louisiana lynchings. While he continued to distinguish the Black and Italian experiences, he 

noted, “In a country where the distinction between the white man and black man is intended as a 

distinction in value as well as in ethnography, it is no compliment to the Italian to deny him 

whiteness, yet that actually happens with considerable frequency.”128 Here, Du Bois confirms 

that whiteness was something to be given or earned, and was not a guarantee for European 

immigrants. Immigration had been increasingly contested since the last decade of the nineteenth 

century. The Immigration Act of 1891 was the first comprehensive federal law restricting 

immigration. This law had four major functions: the establishment of the Bureau of Immigration; 
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expansion of inadmissible classes to include categories such as felons, polygamists, and 

financially-assisted passengers; creation of rules for border inspections; and directions for 

deportation of undocumented immigrants.129 Additional acts passed further restrictions in 1903, 

1907, and 1917, including barring immigrants on grounds of political affiliation, physical or 

mental disability, illiteracy, and country of origin. In the 1920s, more exclusionary laws began 

applying to European immigrants with the introduction of quotas, which restricted the number of 

immigrants allowed from certain regions, particularly Southern and Eastern European 

countries.130 Du Bois, commenting on the contemporary discourse regarding immigration, wrote, 

“Now everybody knows that a black man is inferior to a white man (except, of course, Jews, 

Italians, and Slavs).”131 While he confirmed Italian whiteness, Du Bois conceded that Italians 

were treated similarly to African Americans at that time. Du Bois’ writings offer a contemporary 

reflection of the race and immigration discourse of the early twentieth century, and are largely 

inconclusive. This remains true today. While it may be impossible to determine the exact date of 

full assimilation for Italian Americans, this chapter suggests that the career trajectories of Italian 

immigrant artists may reflect the beginnings of integration, and the solidifying of the transition 

of Italians from victims of discrimination to perpetuators of it. 

Conrad Albrizio 

The career of muralist Conrad Albrizio (1884-1973), the son of Italian immigrants, 

suggests that relatively complete assimilation was possible as early as the 1930s. Though 

Albrizio was most active in the New Deal era, his public works frescoes reflect a continued trend 

across Italian artists living and working in New Orleans. Much like Perelli, Albrizio adopted the 

role of the white supremacist by creating murals that functioned to hinder the progress of Black 

people, and in some instances, directly villainized them. Born in New York, Albrizio first studied 
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at the city’s Beaux Arts Institute before moving to New Orleans in 1919 to become an 

architectural designer. He briefly returned to New York before taking a series of trips to Europe, 

where he studied fresco and oil painting in France and Italy. He began painting public frescoes in 

the 1930s; at the same time, he began teaching, first in New York, and then at Louisiana State 

University in 1936. The fact that Albrizio was hired as faculty reflects that he had been awarded 

whiteness – the University did not begin integration until the 1950s.132 Albrizio’s whiteness, and 

the associated privileges granted by whiteness, are reflected in his murals, many of which were 

created under public art initiatives through the New Deal.  

One of Albrizio’s earliest public fresco projects in Louisiana was a series of murals for 

the new state capitol building. Now destroyed due to a 1955 renovation, the murals exist today 

through photographs and preparatory drawings only. The murals in the Governor’s Reception 

Room depict idyllic scenes of antebellum Louisiana (Fig. 34). Extant cartoons reveal that the east 

wall featured Old Plantation Life in Louisiana (Fig. 35), while the south wall depicted workers 

Trucking Cotton and Cutting Sugar Cane (Fig. 36). Old Plantation Life in Louisiana depicts 

exactly as the title states – a scene of several enslaved people picking, processing, and packaging 

cotton, with the big house and a large steamboat in the background. The pastel coloring and lush 

environment create a peaceful, almost joyous scene. Albrizio was working in a style close to that 

of the American Regionalists, who sought to glorify “the unique rural values of different parts of 

America during the great depression.”133 While Albrizio may not have gone so far as to glorify 

the practice of enslavement, he does erase its horrors in this depiction. He does not include the 

image of the enslaver, thus removing any white accountability in the practice. Though the title of 

the scene does not include a clear statement that the scene represents slavery, the iconography is 

clear: the big house, the cotton, and the inclusion of only Black workers could be nothing else. 
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This romanticized image of enslavement, located in the Governor’s room of the state capitol, acts 

as a celebration, or at least a sanctioning of slavery that closely aligns with a broader idealization 

of the antebellum period that was common in popular media of the period, best exemplified by 

Margaret Mitchell’s Gone with the Wind. 

The racial demographics of the murals shifts slightly in Industrial Louisiana (Fig. 37) on 

the third wall. In this presumably post-bellum scene, two white men work alongside three Black 

men in what seems to be a dock or bayside setting. While there is no documentary evidence of 

who these men are, we can speculate that the white men were likely immigrants, possibly 

Italians, as immigrants typically found work in roles similar to those held by African Americans; 

in Louisiana this included work in agricultural and industrial environments including plantations 

and lumber yards.134 Thus, it would not have been historically inaccurate for Albrizio to depict a 

scene of agriculture or plantation life with the inclusion of white laborers; however, he chose to 

depict plantation life as one only of slavery. The enslaved people on the east wall and the 

laborers on the south wall are the only known Black subjects of Albrizio’s capitol murals. His 

Allegory of Louisiana (Fig. 38) and two religious scenes (Figs. 39, 40) depict only white 

subjects. Though the murals were destroyed, they were likely intended to remain on the walls 

permanently. Given this and Albrizio’s depictions of Black subjects only as enslaved plantation 

workers or industrial laborers, his murals reduce the history of Black Louisianans to 

enslavement, neglecting all other Black achievements, contributions, and histories. Albrizio’s 

murals deny African Americans the privilege of progressing in the visual record, relegating them 

to only a historical footnote and positioning them as outsiders.   

Albrizio’s fresco commissions took him across the state of Louisiana. In 1938, he worked 

in Shreveport on a mural for the Louisiana State Exhibit Building (Fig. 41). The building, and 
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the murals, were completed under the Federal Emergency Relief Act.135 The large, circular 

building was intended to house exhibits during the state fair. Albrizio’s frescoes were to appear 

in the portico of the building’s entrance, which is today enclosed in glass. He included massive 

figures on either side of the back large central window: on the left, a bulky woman intended to 

represent South Louisiana (Fig. 42), and on the right, a bare-chested lumberjack (Fig. 43). Both 

have an unusual combination of dark skin and blue eyes, as well as strong, sharp features; on the 

woman, however, they seem slightly out of place, as they strip her from the typically feminine 

qualities associated with land and fertility, which seems to be a major theme of her environment, 

which includes sugarcane fields and a columned plantation home behind her, with more open 

land in the distance. Her harsh, angular features evoke the trope of the Sapphire, “the loud and 

unfeminine female archetype that emasculates men.”136 This trope had origins in the period of 

enslavement, but gained traction in the 1930s as it became reinforced in various media. It would 

have been a common stereotype at the time that Albrizio was painting the murals.137 Albrizio 

intentionally chose an iconography that did not correspond with the subject matter of the murals 

in order to reinforce harmful stereotypes about black women. The male figure has similar sharp 

facial features and an exaggerated, muscular, bare chest. These features may be an allusion to the 

“Black Buck,” a stereotype of Black men as being massively strong, naturally violent, defiant to 

white authority, and sexually predatory towards white women. During the early twentieth 

century this stereotype was reinforced through films such as D.W. Griffith’s Birth of a Nation, 

and was weaponized as a pretext for lynchings. Albrizio’s murals covert popular stereotypes into 

institutionalized ideals by incorporating them in federally-funded murals located on public state 

property. 
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In the two side panels of the mural, Albrizio depicted the activities of North and South 

Louisiana (Figs. 44, 45). The North Louisiana fresco represents industrialized logging, while 

South Louisiana offers a more agricultural scene. Much like the frescoes at the state capitol, only 

Black men are featured in the agricultural scene, while the more industrial North Louisiana 

includes two light-skinned, possibly white men. In the scenes of both North and South, the 

figures are much more stylized than at the state capitol; the men are brutish, with elongated 

heads and faces that echo nineteenth-century physiognomic studies that aimed to support theories 

of polygenesis (Fig. 46). The harmful stereotypes depicted through the style of the fresco are 

amplified by the function of the building; as the site of state fairs and exhibitions, the frescoes 

would have been the first thing visitors saw at the spectacle they were attending. The almost 

animalistic way in which Albrizio treats his Black subjects relegates them to just another source 

of entertainment or exhibition. 

Albrizio’s final state commission came in 1940 for the Iberia Parish Courthouse in New 

Iberia, west of New Orleans. The Struggle of Man (Figs. 47a, 47b) is more highly stylized than 

Albrizio’s earlier frescoes. In the artist’s own words: 

The subject of this mural treats the continual struggle waged by man to free himself from 

the forces and conditions which restrict his material, physical, and moral well-being. 

These forces are symbolized by the two figures in the foreground representing sinister 

parties that usurp the wealth and power of the state to the detriment of the majority of the 

people in the commonwealth. The figure on the left, in the act of throwing the dice, may 

well represent the waste and misuse of resources by those who accumulate wealth 

without any beneficial contribution whatsoever to the community. The figure on the right 

represents the corrupt official. Their surrounding is one of chaos and non-productivity. 

The central figure represents the contributing groups of society, siting to overcome the 

maleficent power that retards progress. The monumental figure in the center of the 

background represents man having achieved by his struggle the desired freedom. He is 

depicted in the act of sowing and symbolizes productiveness. The surrounding area is one 

of unlimited horizon and possibility of development.138  
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Albrizio’s description willfully neglects the racial demographics of the image. The two 

men at the bottom of the image, the ones identified as the sinners and criminals, have the darkest 

skin. The central figure appears slightly lighter, but his face is not visible. The massive man that 

towers over them, and has overcome struggle and temptation, has an entirely different skin tone 

that appears to be white. The connotations are clear: that Black men are the perpetrators of crime, 

and that the superior white man stands over them and serves to guide them to a more civilized 

existence. This mural would be derogatory in any location, but its placement in a courthouse 

directly reflects the institutional racism of the court system in which Black men are prosecuted 

and incarcerated at a higher rate than white men. Further, the crimes and sins that Albrizio pins 

on the Black subjects are issues that are stereotypically attributed to Italians. The connotation of 

throwing dice is one of gambling; a predilection for gambling was a common stereotype amongst 

Italian immigrants. Albrizio’s description of the two figures, which emphasizes the accumulation 

of wealth without productivity, may allude to another Italian stereotype, that of laziness. In 

conjunction with the figure on the right, which he identifies as corruption, Albrizio may be 

referencing organized crime, one of the main stereotypes placed on Italian immigrants. There 

was a significant fear of the mafia, and these nativist-fueled beliefs were detrimental in the 

acquisition of American citizenship by Italians, as Americans argued that the Italian 

predisposition to crime was innately tied to their race, making them incapable of assimilation.139 

This notion became standard in the media. Following the murder of New Orleans police chief 

David Hennessy and the resulting lynching of eleven Italians, the Times justified the crime by 

describing Hennessy as a “victim of Sicilian vengeance…because he was seeking by the power 

of our American law to break the foreign vendettas that have so often filled our streets with 

blood.”140 By depicting these perceived faults that were most often placed on Italians in the 
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image of the Black man, Albrizio shifts the exact discrimination faced by Italians onto another 

group; the Black American becomes the scapegoat.  

The three frescoes discussed here all reflect Albrizio’s position of power, granted through 

his whiteness, and his ability to perpetuate anti-Black ideas as a means of retaining that 

whiteness. Though the state capitol frescoes are no longer extant, the state exhibition building 

and the Iberia courthouse mural are still in their original locations. In recent years, Iberia 

residents have petitioned for the fresco to be removed, arguing that it reinforces the history of 

unfair trials and a lack of justice for Black plaintiffs.141 Working in such a permanent medium, 

Albrizio knowingly created historically harmful images of Black people as a means of 

continuing their oppression and negating the discrimination formerly place on Italian Americans. 
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CHAPTER 4: CONCLUSION 

 

 

Contemporary Cultural Connections and Future Directions 

 The complicated cultural relationship between Black and Italian Americans persists 

today. It is perhaps most clearly seen in music, where artists from Snoop Dogg to Marvin Gaye 

allude to and express admiration for various Italian personas and icons, from mobsters to Frank 

Sinatra (Fig. 48). While scholars are actively exploring this crossover, and this study has aimed 

to break new ground in the study of the Black/Italian dynamic in the microcosm of nineteenth-

century New Orleans visual arts, there remains a variety of further research avenues. I have 

briefly discussed the racial ambiguity and Americanization of Italians in nineteenth-century 

America, but outside the scope of this project is the study of African and Black artists of Italian 

heritage, or those living and working in Italy. Within the United States, there is a need to further 

explore the way Italian immigrant artists and their descendants interacted with other races and 

ethnicities in other parts of the country, particularly major hubs for immigration including New 

York and San Francisco. This being said, the South, of both Italy and the United States, provides 

a particularly strong connection. American music and literary critic Albert Murray encapsulated 

this phenomenon, writing,  

 Long before there were Southerners in the U.S.A…there were Southerners in Italy, and it 

also meant a certain climate, a certain hospitality, a certain musicality in the language, 

and sometimes even a certain kind of violence and tendency to vendetta. In the more 

learned circles, the European vision of the [Italian] Southerner is much like that of 

anyone who understands the [American] South. The feeling created is that of an easeful 

relationship to culture and a spontaneity that says, deep down, the point of learning to 
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cook all this food and talk this way and wear these fine clothes is to have a good 

goddamn time, man!142 

 

While Murray highlights some of the most significant parallels between these two souths, the 

relationship between Black and Italian culture is so pervasive that it is sometimes difficult to 

encapsulate. This study has outlined one narrative within this subfield, highlighting the 

relationship of visual artists across regions and color lines in the pre- and post-war periods. 

Additional research should carry this study forward into the mid-to-late twentieth and twenty-

first centuries. 

 Despite the allegiances formed and artistic production that results from this shared 

culture, the relationship between Black and Italian Americans is in no way entirely benevolent, 

as demonstrated by artists such as Achille Perelli and Conrad Albrizio. More recently, Italian 

Americans have continued to be perpetrators not only of harmful stereotypes, but of physical 

violence against African Americans; in 1997, a thirteen year old Black boy named Lenard Clark 

was nearly beat to death by a group of European boys, including Italian American Frank Caruso 

Jr.143 The cultural and personal connection that allowed the two groups to grieve together at the 

turn of the twentieth century seems a distant past. Despite a shared history of oppression by 

Anglo-Americans, Italian Americans have “continually distinguished themselves from people of 

color,” through “self-righteousness and blame.”144 Where Italians once lived and worked 

alongside African Americans as two groups considered lesser than their white, French and 

Anglo-American counterparts, that sense of shared experience has deteriorated. 

 All four of my grandparents were born in Italy, and all immigrated to Canada in the 

1950s. Within my own family, I have seen both the discourse surrounding the North/South 

dichotomy firsthand, as well as the racism that is prevalent in contemporary Italian-American 

households. My maternal grandparents are from southern Italy, near Naples, while my paternal 
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grandparents are from northern Italy, near Florence. My mom and dad have always bantered 

about their respective upbringings, complaining about each other’s regional dialects or styles of 

cooking. While their discussions are typically lighthearted, they have discussed on multiple 

occasions the reasons for the differences between North and South; one of the biggest factors, 

my father has always said, is that southern Italians are primarily descended from Africa, his 

explanation for my maternal grandfather’s darker coloring. These beliefs, which have been 

documented by social historians, persist in even the most average Italian American household. 

So does the phenomenon of “self-righteousness” in terms of assimilation and success; as I have 

observed in my own family, Italian immigrants believe that any economic success they have had 

is a result of hard work and pulling themselves up by their bootstraps. There is no 

acknowledgement of the privilege they have received from their whiteness, and they are quick to 

criticize people of color for not being able to escape poverty or overcome social barriers in the 

ways that they did. What I see in my own family is surely present in Italian American families 

across the United States. It is my hope that through an increased awareness and understanding of 

the history of the Black/Italian dynamic, Italian Americans will revive their former support of 

Black art and artists, while acknowledging the ways in which they have perpetuated anti-Black 

stereotypes.  

This study has demonstrated that the Black/Italian cultural crossover extends beyond 

music and the culinary arts, and into the visual arts. Within the microcosm of nineteenth-century 

New Orleans, it can be seen that Italians went from supportive mentors and business partners of 

Black artists, to creators of hateful monuments and murals. Future research should expand the 

scope of this project to incorporate the broader American South, as well as the Caribbean, as 

some of the artists discussed, including Antonio Meucci, spent time in both Cuba and Jamaica, 
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for example.145 Further, there is significant room for study of artists of shared Italian and African 

heritage, working in both Italy and the U.S. While I consulted a number of interdisciplinary 

sources throughout the writing process, the parameters of this study required a close focus on the 

visual arts; however, an interdisciplinary study that connects music, culinary arts, literature, and 

broader social history would likely provide additional insights. 

 Though nineteenth-century American media and popular culture placed many of the same 

stereotypes on Black and Italian people – lazy, loud, ignorant, dirty, superstitious, subversive – 

Italian immigrant’s whiteness ultimately gave them a level of privilege that allowed them to 

largely escape this discrimination and fully assimilate into white, Anglo-American culture. 

Where their early oppression had once fostered a close relationship between them and other 

persecuted groups, by the mid-nineteenth century, the Italian desire to escape racism and fully 

claim whiteness led them to adopt the role of the oppressor; in the arts, this included the creation 

of harmful images and monuments, from Dominico Canova’s plantation murals, to Achille 

Perelli’s Confederate monuments, to Conrad Albrizio’s stereotyping frescoes. After decades of 

artistic collaboration that helped facilitate the careers of free artists of color, including Louis 

Pepite and Julien Hudson, the Black/Italian cultural connection in the visual arts ultimately 

deteriorated due to a rise in anti-Black and anti-Immigrant sentiments that drove Italian 

immigrants to disassociate themselves from Black artists. 
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Figures 
 

 
Fig. 1. Jean Baptiste Fogliardi, Illustration of triumphal arch in honor of General Lafayette, 

1825. From Visit of General La Fayette to Louisiana: containing the speeches addressed to him, 

with his answers. Also a relation of everything interesting that occurred during his abode, and 

the particulars of the festivals given in honor of him; the whole preceded by a biographical 

notice, and a handsome engraving of the triumphal arch erected in honor of the hero of York-

town / by a citizen of New-Orleans. Engraving. Courtesy of the Historic New Orleans Collection. 
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Fig. 2. Antonio Meucci (Possibly with 

Nina Meucci), Dona Maria Theresa 

Piconelle, c. 1818. Miniature, watercolor 

on ivory. Courtesy of Louisiana State 

Museum. 

      

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3. Antonio Meucci, Portrait of a 

Young Woman, c. 1826. Miniature, 

watercolor on ivory, 3 3/8” x 2 5/8”. 

Courtesy of the Historic New Orleans 

Collection. 
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Fig. 4. Antonio Meucci, Mrs. Daniel Parkman (Mary George McDonough), c. 1825. Watercolor 

on ivory. 3 5/16” x 2 11/16”. Image courtesy of the Metropolitan Museum of Art. 

 

  
Figs. 5.a, 5.b, 5.c. Antonio Meucci, Pierre Toussaint, Juliette Noel Toussaint, Euphemia 

Toussaint, 1825. Watercolor on ivory. Courtesy of the New York Historical Society. 
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Fig. 6. Julien Hudson, Portrait of a Man, So-

Called Self Portrait, 1839. Oil on Canvas. 

Courtesy of Louisiana State Museum.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7. Julien Hudson, Portrait of a Creole 

Gentleman, c. 1835-1837. Oil on canvas, 15 

5/8” x 13 ½”. Courtesy of Dallas Museum of 

Art. 
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Fig. 8. Attributed to Julien Hudson, Portrait 

Miniature of a Creole Lady, c. 1837-39. Oil 

on panel. Courtesy of the collection of Laura 

Schwartz and Arthur Jussel.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 9. Antonio Meucci, Pascuala 

Concepción Muñoz Castrillón, c. 1830. 

Gouache on ivory, 3 1/2” x 2.5”. Courtesy of 

Neal Auction Company. 
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Fig. 10. Raphael Tuck & Sons, Old Saint Louis Hotel, ca. 1910. Print, 3 ½” x 5 ½”. Building by 

J.N.B. de Pouilly. Image courtesy of the Historic New Orleans Collection. 

 
Fig. 11. J.M. Starling and W.H. Brooke, Sale of Estates, Pictures and Slaves in the Rotunda, 

New Orleans, 1842. Engraving. Courtesy of the Historic New Orleans Collection.  
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Fig. 12a. Dominico Canova (Photo by Morgan Whitney), St. Louis Hotel, murals ca. 1840, 

photograph ca. 1880-1910, New Orleans, Louisiana. Platinum print, 6 11/16” x 4 1/2”. Courtesy 

of the Historic New Orleans Collection.  
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Fig. 12b. Dominico Canova (Photo by Nancy Ewing Miner and Charles L. Franck 

Photographers), Interior of Rotunda of Saint Lewis Hotel before Demolition, murals ca. 1840, 

photograph 1915, New Orleans, Louisiana. Gelatin silver print. Courtesy of the Historic New 

Orleans Collection.  

 

 
Fig 13. San Francisco Plantation, 1849-50, St. John the Baptist Parish, Louisiana. Image 

courtesy of San Francisco Plantation Organization website.  
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Fig. 14. Whitney Plantation, 1803, St. John the Baptist Parish, Louisiana. Image courtesy of 

Whitney Plantation Organization website.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 15. Dominico Canova 

(Photograph by Clarence John 

Laughlin), The Gay Whirl, 

Number One. Avian Ceiling, 

Number One at the San 

Francisco Plantation, mural 

ca. 1836-39, photograph 1945. 

Gelatin silver print, 11”x14”. 

Image courtesy of the Historic 

New Orleans Collection. 
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Fig. 16. Dominico 

Canova (Photograph 

by Clarence John 

Laughlin), The 

Cherubs on the 

Ceiling/The 

Entrellised 

Cherubs/The 

Enslaved Cherubs at 

the San Francisco 

Plantation, mural ca. 

1836-39, photograph 

1979. Gelatin silver 

print, 11”x14”. 

Image courtesy of 

the Historic New 

Orleans Collection. 

 

 

 

Fig. 17. Dominico Canova 

(Photographer Unknown), Detail of 

ceiling of Whitney Plantation, mural 

ca. 1836-39, photograph ca. 1930. 

Gelatin silver print, 8”x5”. Courtesy 

of the Historic New Orleans 

Collection. 
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Fig. 18. Dominico Canova, Residence of John McDonogh, c. 1850, lithograph. Courtesy of the 

Historic New Orleans Collection. 

 

 
Fig. 19. Dominico Canova, McDonogh’s last trip and last picayune saved for the poor, c. 1850, 

lithograph. Courtesy of the Historic New Orleans Collection. 
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Fig. 20. Dominico Canova, Episode of the American War: Determination and Courage of a 

Confederate Prisoner at Vicksburg, 1864. Courtesy of Louisiana Digital Library. 
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Fig. 21. Jules Lion, Father Aloysius 

Leopold Moni, 1837. Color lithograph. 

Courtesy of the Historic New Orleans 

Collection. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 22. Jules Lion, Andrew Jackson 

Général, c. 1840. Lithograph, 7 7/8” x 6 

¼”. Courtesy of the Historic New 

Orleans Collection. 
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Fig. 23. Jules Lion, 

Martin van Buren, c. 

1837-1866. Lithograph. 

Courtesy of the Historic 

New Orleans 

Collection. 
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Fig. 24. Jules Lion, The Free 

Market Waltz, ca 1861. 

Lithograph. Courtesy of the 

Historic New Orleans 

Collection.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 25. Jules Lion, The 

Beauregard Manassas Quickstep, 

c. 1861. Print. Courtesy of the 

Historic New Orleans Collection. 
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Fig. 26. Jules Lion, Asher Moses 

Nathan and Son, c. 1845. Courtesy 

of 19thc-artworldwide.org. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 27. Achille Perelli (Photograph by Edward 

Clifton Wharton?), Busts of General Scott and 

Abraham Lincoln, c. 1866. Courtesy of the 

Historic New Orleans Collection. 
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Fig 28a. Achille Perelli (Insignia), Alexander Doyle (Equestrian Figure), Clarence John 

Laughlin (Photograph), Tomb of the Army of Tennessee, Louisiana Division, Metairie Cemetery, 

1877. Courtesy of the Historic New Orleans Collection. 

 

Fig. 28b. Detail of insignia. 
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Fig. 29. Seal of the Confederate States, c. 

1863. Courtesy of Wikipedia. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 30. Achille Perelli, Monument 

of the Army of Northern Virginia, 

Metairie Cemetery, New Orleans, 

Louisiana, 1861. Photo courtesy 

of Dave Goddard. 
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Fig. 31. Florville Foy, Famille Abat Tomb, 1851, St. Louis Cemetery, Louisiana. Marble. 

Photograph courtesy of Karen Burt Coker and Walter Coker. 
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Fig. 32. Florville Foy, Famille Dejan Tomb, 1888, St. Louis Cemetery. Marble. Photograph 

courtesy of Karen Burt Coker and Walter Coker. 
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Fig. 33. Florville Foy, Child with Drum, c. 1838. Marble. Courtesy of Louisiana State Museum.  
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Fig. 34. Conrad Albrizio, Governor’s Reception Room, c. 1932. Poster by unknown Artist. State 

Capitol Building, Baton Rouge, Louisiana. Courtesy of Caroline Bercier via The Frescoes of 

Conrad Albrizio: Public Murals in the Midcentury South (Baton Rouge: Louisiana State 

University Press, 2019). 
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Fig. 35. Conrad Albrizio, Old 

Plantation Life in Louisiana, c. 

1930. East Wall of Louisiana 

State Capitol, Baton Rouge, 

Louisiana. Watercolor on 

paper/cartoon for fresco, 14 3/8” 

x 21 ¾”. Courtesy LSU Museum 

of Art via Caroline Bercier. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 36. Conrad Albrizio, Trucking Cotton and Cutting Sugar Cane, c. 1930. South Wall of 

Louisiana State Capitol, Baton Rouge, Louisiana. Watercolor on paper/cartoon for fresco, 14 

3/8” x 21 ¾”. Courtesy LSU Museum of Art via Caroline Bercier in via The Frescoes of Conrad 

Albrizio: Public Murals in the Midcentury South (Baton Rouge: Louisiana State University 

Press, 2019).  
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Fig. 37. Conrad Albrizio, Industrial Louisiana, c. 1930. South Wall of Louisiana State Capitol, 

Baton Rouge, Louisiana. Watercolor on paper/cartoon for fresco, 14 1/4” x 14 1/4”. Courtesy 

LSU Museum of Art via Caroline Bercier in via The Frescoes of Conrad Albrizio: Public Murals 

in the Midcentury South (Baton Rouge: Louisiana State University Press, 2019). 

 

 
Fig. 38. Conrad Albrizio, Allegory of Louisiana, 1930. Watercolor on paper/cartoon for fresco, 

14x21 ½”. Courtesy LSU Museum of Art via Caroline Bercier in via The Frescoes of Conrad 

Albrizio: Public Murals in the Midcentury South (Baton Rouge: Louisiana State University 

Press, 2019). 
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Fig 39. Conrad Albrizio, And the Lord Commanded Me…Deuteronomy 4:14, Study for a Mural, 

State Capitol, Court of Appeals, 1930. Pencil and watercolor on paper, 25” x 20”. Courtesy LSU 

Museum of Art via Caroline Bercier in The Frescoes of Conrad Albrizio: Public Murals in the 

Midcentury South (Baton Rouge: Louisiana State University Press, 2019). 

 

 
Fig. 40. Conrad Albrizio, But the Judgement Shall Return unto…Psalms 94:1, Study for a Mural, 

State Capitol, Supreme Court, 1930. Pencil and watercolor on paper, 25” x 20”. Courtesy LSU 

Museum of Art via Caroline Bercier in via The Frescoes of Conrad Albrizio: Public Murals in 

the Midcentury South (Baton Rouge: Louisiana State University Press, 2019). 
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Fig. 41. Louisiana State Exhibit Building, 1937-38, Shreveport, Louisiana. 

 

Fig. 42. Conrad Albrizio, South Louisiana, 

1938. Fresco. Louisiana State Exhibit 

Building, Shreveport, Louisiana. Courtesy of 

Brian Lewis and Caroline Bercier via The 

Frescoes of Conrad Albrizio: Public Murals 

in the Midcentury South (Baton Rouge: 

Louisiana State University Press, 2019). 
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Fig. 43. Conrad Albrizio, North 

Louisiana, 1938. Fresco. Louisiana State 

Exhibit Building, Shreveport, Louisiana. 

Courtesy of Brian Lewis and Caroline 

Bercier via The Frescoes of Conrad 

Albrizio: Public Murals in the 

Midcentury South (Baton Rouge: 

Louisiana State University Press, 2019). 
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Fig. 44. Conrad Albrizio, Activities of North 

Louisiana, 1938. Fresco. Louisiana State 

Exhibit Building, Shreveport, Louisiana. 

Courtesy of Brian Lewis and Caroline Bercier 

via The Frescoes of Conrad Albrizio: Public 

Murals in the Midcentury South (Baton Rouge: 

Louisiana State University Press, 2019).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 45. Conrad Albrizio, Activities of South 

Louisiana, 1938. Fresco. Louisiana State 

Exhibit Building, Shreveport, Louisiana. 

Courtesy of Brian Lewis and Caroline Bercier, 

via The Frescoes of Conrad Albrizio: Public 

Murals in the Midcentury South (Baton Rouge: 

Louisiana State University Press, 2019). 
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Fig. 46. Josiah Clark Nott and George R. Gliddon, Types of mankind - or ethnological 

researches, based upon the ancient monuments, paintings, sculptures, and crania of races and 

upon their natural, geographical, philological, and biblical history, 1871. Image courtesy of 

NIH Digital Collections. 



 
 

 95 

 
Fig. 47a. Conrad Albrizio, The Struggle of Man, 1940. Fresco. Iberia Parish Courthouse, New 

Iberia, Louisiana. Photo courtesy of Carolyn Bercier via The Frescoes of Conrad Albrizio: 

Public Murals in the Midcentury South (Baton Rouge: Louisiana State University Press, 2019). 
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Fig. 47b. Conrad Albrizio, The Struggle of Man, 1940, fresco. At the Iberia Parish Courthouse, 

New Iberia, Louisiana. Photo courtesy of The Daily Iberian, published June 24th, 2020.  

 

Fig. 48. The Doggfather, Snoop 

Dogg Album, 1996. Courtesy of 

Death Row Records. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 


