
We hope the following questions about 
St. Mary’s history and lore will put your 
knowledge to the test—and maybe even 
offer a few surprises. Mail in the answer 
card (inserted in this issue) to be eligible 
for a prize: an autographed copy of Jeffrey 
Hammond’s This Place Where We Are, 
a collection of essays about this unique 
place we call St. Mary’s. All entries must be 
received by Monday, July 16; a drawing will 
be held the following day to determine the 
winner. Curious about the correct answers? 
Be sure to check our Web site, www.smcm.
edu/mulberrytree, after July 17. Good luck! 

1. �St. Mary’s City is the home of many of the 
nation’s “firsts.” Which of the following 
events is not one of them?

	 a. America’s first Baroque city takes shape
	 b. America’s first woman to seek the vote
	 c. America’s first archives is established
	 d. �America’s first example of Georgian
	 architecture is built

2. �When did the Sisters of St. Mary leave the 
female seminary?

	 a. �They all perished in the “Great Fire” 
	 of 1924
	� b. After the Female Seminary transitioned 

from a Catholic to a non-denominational 
institution

	��� c. �Soon after the first boys were admitted
	 to the College
	 d. None of the above

3.	Which of the following has never been
	 the St. Mary’s mascot? 
	 a.  The Seahawks
	 b.  The Rockfish
	 c.  The Retrievers
	 d.  The Saints

4.	� How was the construction of the original 
Female Seminary paid for?

	 a. �The funds were raised by the local
	 community
	 b. The funds were donated by the 
	 Catholic church
	 c. The funds were raised through a 
	 state lottery
	 d. A large portion of the funds was given 
	 by an anonymous donor; the rest were
	 offset by tuition

5.  �The College recently initiated its first 
master’s program in which field?

	 a. Museum studies
	 b. Teaching
	 c. American studies
	 d. Environmental studies

6.	 St. Mary’s has developed its own 
	 study-abroad programs in which country
	 or countries? There may be more 
	 than one correct answer, so circle all 
	 that apply.
	 a. The Gambia
	 b. England
	 c. China
	 d. Thailand
	 e. Italy

7. �	Under whose presidency did the first  
	four- year class graduate?

	 a. May Russell
	 b. Jane Margaret O’Brien
	 c. Renwick Jackson
	 d. Ted Lewis

8.	After fire destroyed Calvert Hall in 1924,
	 how long did it take before St. Mary’s
	 Female Seminary reopened?
	 a. one month
	 b. two weeks
	 c. nine days
	 d. one year

9.	�In 1984, the St. Mary’s County Garden 
Club planted the herb garden outside 
of Anne Arundel Hall in honor of what 
occasion?

	 a. A prestigious grant awarded to the
	 Biology Department for research on plant
	 life of the Chesapeake tidewater
	 b. A visit from the Duke and Duchess
	 of Kent
	 c. A commemoration of the life of 
	 Margaret Brent
	 d. The 350th anniversary of the founding 
	 of Maryland

10.	� Which past leader of St. Mary’s declared 
that the institution would prepare young 
women for “an economic place in the 
world”?

	 a. Annie Elizabeth “Dear Miss Lizzie”
	 Thomas Lilburn (1881-1895)
	 b.  Lucy Virginia Maddox (1900-1923)
	 c.  M. Adele France (1923-1948)
	 d. May Russell (1948-1969)

11.	� Which national event(s) played a 
significant role in the history and 
development of St. Mary’s? 

	 a. The Nineteenth Amendment 
	 (granting women the vote)
	 b. The Civil Rights Movement
	 c. Publication of the novel Rob of the 
	 Bowl in 1838
	 d. All of the above

12.	�Upon its founding in 1840, St. Mary’s 
charter required it to do which of the 
following? There may be more than one 
correct answer, so circle all that apply.

	 a. Collect and preserve artifacts from
	 Maryland’s earliest period
	 b. Provide students with a classical
	 education
	 c. Uphold the principle of religious
	 toleration
	 d. Raise the position of women through
	 education

13.	�In 1935, the first male graduated from 
	 St. Mary’s Junior College. What was 
	 his name?
	 a. Edwin Burch
	 b. Edward Mattingly
	 c. Charles Birch
	 d. Leonard Abell

14.	�Which individual or group paid to have 
the ‘Freedom of Conscience’ statue put 
up at the entrance to St. Mary’s City 

	 in 1934? 
	 a. President May Russell
	 b. The original colonies of Maryland
	 c. Trustees of the College
	 d. Baltimore sculptor Hans Schuler, Sr.

15. �In 1934, the tercentenary celebration of 
Maryland’s founding was held on the 
grounds of St. Mary’s Female Seminary. 
How many people showed up for the 
festivities?

	 a. 100,000
	 b. 25,000
	 c. 10,000
	 d. 3,500

16.	�Males commuting to classes at St. 
Mary’s Seminary Junior College in the 
1950s were known familiarly as which of 
the following?

	 a. Roadrunners
	 b. Sem-hims
	 c. Day-hops
	 d. None of the above; men weren’t
	 allowed into the College until the 1960s

17.	� St. Mary’s first school colors were which 
of the following?

	 a. Blue and gold
	 b. Orange and black
	 c. Red and yellow
	 d. Green and white

18.	�Although a statue of a dog has long been 
part of the Garden of Remembrance, the 
Garden was never intended for its home. 
Where was the dog supposed to go?

	 a. Outside Calvert Hall
	 b. Outside Charles Hall
	 c. Adjacent to the Boathouse
	 d. On the lawn of Queen Anne

St. Mary’s Trivia Challenge
How well do you know your Alma Mater?  

In keeping with this issue’s theme of tradition, we decided a quiz was in order. 
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Bold Art 

It is early January in eastern Wisconsin, but Sue Johnson 
might as well be living in a tropical rain forest. The thermometer is stuck at 85˚ and the air hangs 
heavily with 75 to 85% humidity. Johnson, professor of art in the Department of Art and Art History, is 
not dressed for such conditions and the fact that her feet are encased in steel-toed work boots and  
her face partially covered with plastic safety goggles doesn’t make the heat any easier to take. 

The

“�Sprout and Dog Soup”  
(Slip cast vitreous china,  
6.5 x 9.5 x 2.75 inches, 2007)by Jennifer Fossell O’Sullivan
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of  Sue  Johnson



This is not a story about global 
warming. Rather, it’s a story about how 
a painter traveled to the Midwest to 
spend two months making ceramics 	
in a factory that manufactures sinks 	
and toilets. The factory is the Kohler 
Company—a name you no doubt 	
recognize from its “The Bold Look of 
Kohler” advertising campaign emphasiz-
ing the products’ upscale, cutting-edge 
design. But why the heat? It turns out 
that a hot, moist environment is required 
to keep the clay from cracking.

If the idea of a painter devoting a 
chunk of her year off to making plaster 
molds and working with clay sounds a 
bit unusual, you’re in agreement with 
Johnson. Even though she had done a 
show at the John Michael Kohler Arts 
Center in 2006, Johnson had assumed 
that only sculptors could apply to the 
company’s Arts/Industry program. But, 
in fact, the Kohler Company actively 
seeks out artists from all different kinds 
of media—especially those for whom 
ceramics will be a new experience. 

An artist who is drawn to painting, 	
in part, by the meditative and solitary 
nature of the work, Johnson was surprised 
by how much she enjoyed making 	
pottery. As she wrestled with mounds of 
clay, feeling its clamminess and contours 
in her hands, she was struck with a sense 
of déjà vu. Like a violinist whose fingers 
have memorized the notes, her hands 
remembered the act of modeling an 	
object, smoothing away its rough edges. 

The physical memory was linked to 	
powerful emotion as memories of work-
ing with clay alongside her late mother 
rose to the surface. 

When I met with Johnson at her 
house, she pointed out some of her 
mother’s pottery. Inside a glass-fronted 
cabinet, orb-like vessels in rich shades 	
of brown and blue shared space with 	
her own collection of vintage “Big Boy” 
plastic figures. The unlikely pairing offers 
a view into Johnson’s sensibility and her 
characteristic offbeat way of seeing the 
world. As a painter, she is interested 	
in “the relationships between things.” 
Rather than looking at an object on 	
its own, she prefers to investigate what 
happens when two or more objects—
often dissimilar—come close or touch 
one another. As captured in her work, 
the results are uncanny and strangely 
gripping, a kind of visual puzzle that 	
exists for its own sake and not for 	
its solution. 

The body of work Johnson created at 
Kohler is centered around depictions 	
of food. There is also a hearty helping 	
of nostalgia in her work—figures of 	
commercial icons like the Pillsbury 
Dough Boy and Sprout (companion 	
to the Jolly Green Giant), original 	
1950s TV dinner trays and partitioned 	
plates, fluted Jell-O molds and fawn 
knickknacks that look like they’re 
straight from a Baby Boomer’s nursery. 
Even the colors are the soft, muted 	
pastels that suggest an earlier time—	

sea-foam green, butter-yellow, filmy 
pink. Some of the pieces are embellished 
with decals—like the TV dinner of 	
macaroni and cheese with a decaled 	
lobster in the space where you’d expect 	
a slice of Salisbury steak.

While the colors are easy on the eye, 
they don’t exactly make one want to 
gobble up these faux meals. That is what 
Johnson intended. She wasn’t going for 
verisimilitude but, rather, was interested 
in an aesthetic that announced “what 
you see is fake food.” But while these 
creations aren’t appealing to the palate, 
they are satisfying to look at. They 	
don’t assault the viewer with a bold 
statement (her art is not about being 
overtly didactic, Johnson notes); rather, 
they make you want to keep looking at 
them, the visual experience combining 
with the cognitive process of sorting 	
out what they’re all about. Because the 
idea of creating ceramics from molds is 
about being able to make multiples of 	
an object, the work has an interesting 	
correspondence to the mass-produced 
food it portrays.

As in Johnson’s paintings, you’re likely 
to encounter a yoking of two unlikely 

objects. What, for example, is a fawn 
doing peeking out from inside the well of 
a Jell-O mold? Too, there is a tendency 
in Johnson’s paintings towards objects 
looking outwards or at one another. The 
same is true of many of her ceramics, 
which seem to examine you even as you 
are studying them. Her work at Kohler 
makes use of anthropomorphic figures 
and icons of advertising, the likes of 
which appear in many of her paintings. 
But as three-dimensional objects, 	
Johnson’s ceramic figures have an added 
vitality. “These pieces are more outrightly 
humorous in some ways,” she says. “I 	
envisioned them as characters walking 
out of a storybook and onto your dining 
room table.”

Given her interest in tangency, 	
it seems fitting that Johnson would 
spend two months creating art in 	
a program that literally puts artists 	
side by side with factory workers. 
The artists use the same material 	
and processes used by Kohler’s 	
factory associates to create sinks 	
and toilets. For both, the most 	
crucial materials are plaster (to 	
create the molds) and clay (which 
will be fired in a kiln to create the 	
final, finished object). 

After spending two months in the 
factory, Johnson observed that she’ll 
never look at toilets and sinks in quite 
the same way again. Listening to her 	
description of the elaborate process that 
is required to transform a shapeless lump 
of clay into a finished object, neither will 
I. Using one of her works (the Pillsbury 
Dough Boy face-down on a plate, a 	
pat of butter melting on his behind), 
Johnson took me backwards through 	
the process.

After the artist has created a unique 

object, in Johnson’s case by combining 
and altering found objects, the first 	
step is to create a mold—arguably the 
most complicated part of the entire 	
undertaking. The artist must carefully 
study the object she wants to mold in 
order to figure out where the parting 
lines should go; otherwise, the mold 
won’t come apart. (The most complicated 
mold Johnson made consisted of five 
parts.) The object is set into a bed of 	
clay that meticulously follows the first 	
set of the parting lines and is surrounded 
by a wooden coddle. For each part of 	
the mold, plaster is mixed and poured. 
Following a series of additional steps 	
that would take a page to describe, the 

finished plaster mold is left to dry. 
A couple of days later, the artist fills 

the mold with slip, or liquid clay. The 
plaster immediately begins to draw out 
the moisture from the clay, which helps 
to create a wall within the mold, a 	
process than can take from 15 to 40 	
or more minutes, depending on the size 
of the object. After the slip has set up 	
within the mold, the excess is poured 
out, creating a hollow object like a 	
chocolate Easter bunny. After several 
other steps, the object is extracted—	
ever so carefully—from its mold. 

Free from its plaster bed, the object is 	
left to air dry for about five days. Next 
comes the glazing. Like Kohler’s factory 
associates preparing to beautify humble 
toilets with whatever colors design-	
conscious consumers currently favor, 
Johnson heads for the hulking vats of 
glaze. These big drums are equipped 	
with sprayers; Johnson begins by cover-
ing her piece in a flat white which will 
turn glossy and creamy after nearly 	
a day in the kiln. 

But unlike toilets and sinks which, for 
the most part, are glazed with one color, 
Johnson’s objects require painstaking 
brushwork and a wide palette of colors. 
As much as possible, she tried to use the 

muted industrial colors currently in 	
production at Kohler to lend her food 
objects the look of mass production. 
Some colors required special mixing 	
and a lot of trial and error. For example, 
Johnson notes that it was a real challenge 
to come up with the peculiar orange of 
macaroni and cheese. Each time she 
mixes a new color, Johnson applies it to 
a tile and fires it in the kiln to see how 	
it will turn out. 

Once glazed, the object is loaded 
onto large, wheeled cars that move 
along a track and into the kiln to be 

Rather than looking at an object on its own,  
           she prefers to investigate what happens 
  when two or more objects—often dissimilar 
                 come close or touch one another. 

 Johnson cleans up a recent casting of the 
“Piggy Bank Soufflé.

“�Turtle Soup”  
(Slip cast vitreous 
china, 7.25 x 7.25 x 2.5 
inches, 2007)

 “�Jell-O Surprise (fawn)” 
(Slip cast vitreous 
china, 9.5 x 9.5 x 3.5 
inches, 2007)

“�Mac & Cheese TV Dinner”  
(Slip cast vitreous china, 
6.25 x 8 x .75 inches, 2007)
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Is a rock simply a rock, or is it something infinitely more meaningful, 

like a garden or a monument to a lost culture? Is a highway simply 

a road that takes one from point A to point B, or is it a life-altering, 

culture-changing phenomenon? Can you explore world heritage sites 

without leaving a trace? Find out what this has to do with a liberal arts 

education and why we might care. Spend winter break pondering these 

questions; receive Leave No Trace (LNT) Master Certification; and 

see the most remote places in the world.

For the eight students who journeyed to some of the most remote 

reaches of the southern hemisphere, the adventure began simply 

enough. They read my call for a few hardy souls willing to travel 

thousands of miles and pare down creature comforts in order to rethink 

their place in the world:

Leave No Trace

by Kate Meatyard, Adjunct Assistant Professor of Anthropology and Director of the Maryland Heritage Project

fired. Artists’ work is placed on the same 
cars as the factory workers’ products; 
this means the Pillsbury Dough Boy 
might lie sandwiched between a couple 
of sinks, or miniature turtles and deer 
might crouch beside a toilet. The kilns, 
which fire 24 hours a day, operate on 17- 
to 22-hour cycles. Artists were expected 
to be there when their finished objects 
came out of the kiln. This meant that 	
if Johnson’s object entered the kiln at 	
11 a.m. to be fired for 18 hours, she 	
must return to the factory to claim it 	
at 3 a.m. In an attempt to avoid such a 
late-night rendezvous with the Dough 
Boy, Johnson did her best to plan her 
firing times accordingly. When all is said 
and done, the process of going from the 
mold to finished piece can take nearly 
two weeks. 

Kohler provides a technical assistant, 
a trained artist, to assist artists-in-resi-
dence as they get the hang of working 
with industrial materials and processes. 
Johnson points out, however, that artists 
are expected to be self-sufficient. There 
is no special treatment. This means 	
lugging heavy buckets of plaster, sweep-
ing up the ever-present white, powdery 
clay at the end of each day, and hoisting 
heavy molds up onto the drying rack. 
Johnson, a painter accustomed to 	
feather-light brushes and solitude, 	
calls it “an alien experience.” 

Yet even as this radically unfamiliar 
environment presented its share of 	
physical challenges, it introduced 	
Johnson to a much more social form of 
making art. Because some objects were 
so heavy, she and her fellow Kohler 	
artist, Jon Rappleye, relied on each other 
and factory associates to move their 
work. The men and women who craft 
sinks and toilets, some of whom have 

worked in the factory their whole lives, 
were often willing to share tips that 
made the artists’ work go more smoothly. 
Johnson was especially grateful for the 
help of one worker, who came to the 
rescue when her mold of Sprout kept 
cracking and “collapsing like a soufflé.” 
He advised her to mix together a bit of 
slip and water and then rub it on the 
inside of the mold. A simple enough 
procedure, but it worked like a charm. 
This exchange gets to the core of what 
the Arts/Industry program is all about—
breaking down barriers between the 	
arts and industry, between artist and 	
industrial artisan. 

The Kohler Arts/Industry program 	
has its roots in an exhibition of contem-
porary American ceramics that was 	
organized by the John Michael Kohler 
Arts Center in 1973. The participating 
artists, Arts Center staff, and the man-
agement of the Kohler Company were 	
so taken with the experience that they 
decided to launch a one-month pilot 
residency in its industrial pottery. Over 
the years, this residency has grown into a 
year-round program that brings 16 to 22 
artists to Kohler in any given year. In a 
description of the Arts/Industry program, 
the Kohler company notes that it has 
“been cited often as the most unusual 
and fruitful collaboration between 	
industry and the arts in the United 
States, if not the world.” 

The program is administered by the 	
John Michael Kohler Arts Center in 
nearby Sheboygan which, while it 	
is tangentially related to the factory, 
functions as its own separate entity. At 
any given time, the program has four 
artists in residence, two in the pottery, 
and two in the foundry. Artists are pro-
vided with housing, round-trip travel, 

use of equipment and space, technical 
expertise, photographic services, and a 
weekly stipend; in return, they are asked 
to donate one work to the John Michael 
Kohler Center and one to the Kohler 
Company permanent collections. 	
(Because she wanted her individual 	
objects to be viewed as a whole, Johnson 
decided to donate a full set of her work 
to be divided between the Art Center 
and Kohler Company collections.)

The experience has given Johnson a 
new understanding of sculpture, some-
thing she calls “a really material-oriented 
situation.” In the future, she may decide 
to reapply to the Arts/Industry program. 
She is also considering the possibility of 
paying a company to do the grunt labor 
of making molds which she would then 
use to cast her objects in ceramics or, 
possibly, plastics. The idea of creating 
work that combines two- and three-	
dimensional objects fascinates her. 

As our time together drew to a close, I 
asked Johnson if spending two months 
making ceramics at Kohler has had any 
influence on her painting. She paused 
and thought for a moment, but decided 
“it’s too early to tell.” She had, after all, 
only been home for a couple of weeks. 
But the most tangible take-away from 
her experience at Kohler—besides 	
her work itself, of course—has been 	
the surprising realization that she really 
likes working with ceramics and the 	
confidence that she now has the skills 	
and experience to do more with them 	
in her future work. 

All works were created in Arts/Industry, a long-
term residency program of the John Michael 
Kohler Arts Center. Arts/Industry takes place at 
and is funded by Kohler Co.
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(left) A selection of 
works created at 
Kohler’s Arts/Industry 
program (Slip cast 
vitreous china, 2007)

(right) “Steak and  
Mr. Potatohead”  
(Slip cast vitreous 
china, 10.25 x 10.5 x 3 
inches, 2007)

Above: This cinematic landscape is 
Chile’s Soler River Valley. The white 
“mountain” in the distance is, in fact, a 
snow pack which, further down the valley, 
gives way to a full view of the glacier.
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