National Library
of Canada

i

du Canada

Canadian Theses Service

-

-/ Otftawa, Canada
K1A ON4 S

’

CANADIAN THESES

e

| ~ NOTICE

O )

~ The quality-of this microfiche is heavily dependent-upon the
quality of the original,thesis submitted for microfilming. Every
effort has been made t6' ensure the highest-quality of reproduc-
tion possrble

If pages are mrssmg contact the unrversrty which granted the
degree

Some pages may have rndrstrnct prrnt especially if the orrgrnal
pages were typed with a poor typewriter ribbon or if the uniVer-

srty sént us an mferror photocopy.

%

Prevrously copynghted materials (journal artrcles publrshed
tests, etc.) are not filmed.

<
-

Reproductron in full or in’part of this film is governed by t
Canadian Copyright Act, R.S. C. 1970, c. C-30. Please rea
the authorization forms which accompany this thesis. -

. THIS DISSERTATION
* HAS BEEN MICROFILMED
o EXACTLY AS%RECEIVED

AS

" NL 339 (r. 86/01)

\ N

L.Blblrothéque natronale

' Servnces des theses canadrennes

4 )

THESES CANADIENNES
| r S

- AVIS _
La qualité de cette microﬁche dépend grandement de la qualite

de la these soumise au microfilmage. Nous avons tout fait pour
assurer une quahté supérreure de reproductron

S'il manque des pages, veuillez communlquer avec l'univer-

sité qui a confére le,grade

La qualité d'impression de certaines pages- peut laisser a
désirer, surtout si les pages originales ont été dactylographiées

’Aa I'aide d'un ruban usé ou si I'université nous a fait parvenir
une photooopie de qualité inférieure.

. o
Les documents qur font déjé ¥ objet d'un droit d'auteur (articles

de revue, examens publrés .etc.) ne sont pas microfilmés.

//

L.a reproductlon méme partrelle -de ce mrcrofrlm est soumrse
a la Loi canadienne sur le droit d'auteur, SRC 1970, c. C-30.
euillez prendre connaissance des formules d autorrsatlon qur :
ccompagnent cette_ thése. c -

. LATHESEAETE  ~
MICROFILMEE TELLE QUE *
" NOUS L'AVONS RECUE

\-é»...,_\

Canadi



Bibliothéque nationale -
du Canada

" National Library
of Canada

~ Ottawa, Canada
,\,51 K1A ON4 °

T

CANADIA

'

* Please prmt or type\— Ecnr en lettres moulées ou dactylographier

2

THESES ON MICROFICHE SERVICE — SERVICE DES THESES CANADIENNES SUR MICROFICHE
PERMISION TO MICROFILM - AUTORISATION DE MICROFILMER

Ly

sl ! "¢ AUTHOR — AUTEUR - f
Full Name of Author — Nom complet de-: auteur ‘ ' \\ .
) PR, . B g . ,:~‘ | ' ~
PRANCES D E] t NI DN / //\/ / /-
Date of Bjrth.— Date de naissan‘ce : . .| Canadian Citizen ~ Cltoyén canadlen o
\(/\‘(7 < {7 oy, ’\‘ ./1,;} (? ¥ \ / S’ , ’ / : l-)/ ) . % i O._U|, [:I No / Non.—
Sountry of Birth — Lieus de naissance Permanent Address — Résidence fixe ..
v 2 o S : By e .
- \ ¥ . - - V—_ . : ) o “ \7 N ) N . . . . .
- : [ ™7 2= 1 A/ Co
. i o fo eyt - 7
s e S A N A i T
- ! \\\ o ‘\ C} {")’.'} O / ] / ) /f')“ 3 /" y ( ) [ Y 'IT r L0 (C/ /\/
R | THESIS'< THESE
‘itle of Thesis — Titre de la thése i _ ~ . ) - ) R .
) ‘ I . /s * ; d / . } f /
‘ ./\. ‘ ) ey N . /.‘ Y '( o b
Ed ' ¥ R
R / e e ‘o { o R
/) { \ by ¢ vl SR NN L V N St A

- . ~,':,,,,' 7
k e W/ e TA L e L )

— : \ ,/W/': I ;
L / - \\, I e
i N
> o rd . @ \ . .
)egree for which thesis was presented * N ‘ Year this degree (?(red
:rade pour lequel cette thése fut preseme Année d'obtention’ e ce grade
Y N A T
Naeter ot Al (75
lniversity - Universite’ ' e Name of Su ervnsor ~ Nom du directeur de thése -
(h | l/b\' { \/ (_r/ /»L ( f“ eyt J 3\/ NE S~ L /47/) ST e
Vo . ‘ - AUTHORIZATION — AUTORISATION .

ermission is hereb‘y granted to the NATIONAL LI'BRNI?Y OF CANADA -to
ricrofilm this thesis and to lend or sell copies of the fil;ﬁ.

Lautorfsatlon est, par la présente, accordee a la BIBLIOTHEQUE NATIONALE
DU CANADA dgsmicrofilmer cette thése et de préter ou de vendre des ex-
emplaires du film. -~ -
L'auteur se réserve les autres dro‘its de publication; ni la these ni de longs ex-

traits de. celle-ci ne -doivent étre imprimés ou autrement reproduns‘\ans
r autonsatuon écrite de l'auteur.

Date

&1 &%cp /</) //}(‘“

91 (r. 84/03) Voo fi

Canad"'

<



THE UNIVERSITY OF ALBERTA

-

UNDER THE CHINbOK ARCH: THE INFLUENCE
OF THE GROUP OF, SEVEN ON ALBERTA LANDSCAPE
¢ PAINTING BETWEEN 1920 AND 1960

Voo .2

o FRANCES HENDERSON KLINGLE

£
b\ h . T '
; N K ¥

| i T A THESIS
SUBMITTEP TO THE FACULTY OF GRADUATE STUDIES AND RESEARCH
CIN PARTIAL FULFILMENT OF. THE REQUIREMENTS FOR THE DEGREE
OF MASTER OF ARTS ~

IN
HISTORY OF ART AND DESIGN

-

DEPARTMENT OF ART AND DESIGN.

~ EOMONTON, ALBERTA

CFALL, 1985



THE UNIVERSKTY OF ALBERTA .
Ty o ‘ _ ;

RELEASE FORM f IR

- , : -
! PAV
- . . o . . : I3

J

o l RN .
fNAME OF ‘AUTHOR: FRANCES HENDERSONAééjNGLE

-~

“"PTETLE OF THESIS:  UNDER THE CHINOOK ARCH: THE INFLUENCE OF THE

o~

] GROUP OF SEVEN ON ALBERTA LANDSCAPE PAINTING
Al BETWEEN 1920 AND 1960 o

el

DEGREE FOR WHICH THESIS WAS PRESENTED: MASTER OF ARTS

~ YEAR THIS DEGREE GRANTED: 1985

\ff\\\\< . Permissfon is hereby granted to THE UNIVERSITY OF

S

ALBERTA‘LEBRARY to reproduce single copies of this thesis and |
'Fo leﬁd or sell such copies for private, scho1ar]y or
scientific research purposes only. |
The . author reserves other pﬁblicationl righté,b and
';Either ‘the -thesis nor .extensive ‘extracts from it mayv be
printed or otherwise reéroduced without the author's writt;n

N

permission.

s
/

. 1*& o ‘“v L B D e

: RMANENT .ADDRESS:
79 - 111 Street o
Edmpnton, A]bertav T6G 1H3

pated: (Ve /1G85



.~ THE UNIVERSITY OF ALBERTA -
. | ) y

“FACULTY OF GRADUATE STUDIES AND RESEARCH

t ) N
o - s
v . A [
! 4 ,
&

hThe undelrsigned' certify that thgy have read;‘ and reconiménd t>o .

| f!p_e 'Facu1ty vof, _Graduate _Studies and Res:earch;" for acceptance, a-
~ thesis entitled UNDER THE CHINOOK . ARCH:  THE INFLUENCE OF THE
~ GROUP, OF SEVEN ON ALBERTA LANDSCAPE PAINTING BETWEEN 1920 AND 1960
" submitted by  FRANCES HENDERSON KLINGEE. in partial fulfilment of

the requirements for the de‘gree'of Master of Arts.

i_ , . 3 ) : ' . : : .

-~/ Supervisor

"','//»77///[:1/// 4//’42

P r~,
P




ABSTRACT

A\
A
A

In this study the 1nf1uence of the Group of Seven on Aﬂberta
1andscape pa1nt1ng between 1920 and>]960 1s exam1ned to determ1ne to
what" extent the style and ‘1deas .oﬁ ‘the Group were, 1nf1uenc1ng
‘prd?ess1ona11y tra1ned 1anscape artists. Other‘awms ofnthemthes1s*are .
to determ1ne how amateur pa1nters and the pub]1c at<'1ar§e'qwere o
1ntroduced to the Group of Seven. For th1s purpoSe, the foeus oﬁvth1s
~thesis is on the disseminatign/cf/:;;ormat1on ava11ab]e through {;e “tf
local, regiunai or nationa1 press. The*scope»of this.thesis'will nOt ’
perm1t a concentrat1on on a stylistic deve]opment within the oeuvre-of-'
- each landscapist wdrkJng‘1an1berta between 1920 and 1960. On the
basis’of the avai]abﬁg faetua1 information, it is determined that the
Group of. Seven did have a consiﬁerab]e impact ‘on the cultural c]1mate
of A]berta Towards the end of the. per1od under study, the 1950§s,
“this  impact ﬁs_—ma1n1y ev1dent din reg1ona1 art c]ubs,. wh11e
professidnal artists in the ‘two art1st1c centres of tne'*ﬁrOthce:-if
Calgary “and Edmonton,; became 1nsp1red by exper1menta] f?rms of
modernism. . In' conc]usion;j the ‘1nf1uencé of the Grbup of .Sevén on

A]berta 1andscape pa1nt1ng is recognized here as- a reg1ona1 phenomenon

@
s -
.2? .

at the end of the per1od under study oo ' ;°ﬁA, o -

v

- .



PREFACE ,

- In this thesis the infTuence ;% the Group of Seven on Alberta
1andscape painting between 1920 and 1960 will be examined in order to’
detérm1ne to what extent the style and the 1deas of the Group were
hav1ng .an 1mpact on profess?%na]]y tra1ned 1andscap1sts Other aims
of the thes1s are to determ1ne how amateur pa1nters and the public at

1arge were 1ntroduced to the Group of . Seven For th1s purpose, this

Study w111‘f1rst rev1ew pa;t1cu1ar aspects of the Group of -Seven in.

-

eastern Canadas Roa]d NaaSgaard's The Myst1c North is recogn1zed here

- as-a def1n1t1ve study on the Group of Seven so that his thesis of the
1913.Scand1nav1an art}exh1b1€?on as a defan1te influence on the Group
of Seven's approaoh~to thei§31derne§é theme is accepted here without
argument . The{foeus zf'thia‘thesis will be on the information on thet
Group ava11ah1e through the 1océ1 regionaT or national press. With
th]S focus, a toncentrat1on onwthe oeuv’e of . each 1andscap1st working
:1n A]berta Bexween ]920 and 1960 w111 not be emphas1zed On the ‘basis
of the ava11ab1e factua] 1nformatnon it will be determ1ned that the

Group-of Seven d1d have a considerable 1mpact on ‘the cultural climate

of Alberta.
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* Chapter I

}NTRODUCTION | -

The painters known after 1920 a; the» Group of .SevenH\Qere
Canada's first artists to c%pture the . essence of .the Canadian
wilderness in an 1ndigeﬁous stylg.. Their discovery, in 1913, of the
Scandinavian interpretatidn of‘the northern European ]ahdscape jn an
expressive, emotfonﬁl way has been recognized by Nasgaard in .IDE

Mystic North as an ‘1mportant _éontribution to their development.]

Although only Harris and MadDona]d were to see the paintings depicting
the Scandinavian landscape, which is similar ﬁo that of the Canadian
" North, they were able to convey strong impressions of the 'Shdy “to
their fellow artists and touched A responsfve.chdrd. A]thoﬁgh these
\\Ertists had diverse.originé and training; most of them were emp]oyed

as commercial designers. ‘Thérefore, the Group of Seven sty1e of

.pqinting was formulated from the expressive Symbolist Scandinavian

]
§

1nf1uence,ﬂand the ‘rganic Art Nouveau styié of thé'laté 19th century,
particularly popular in ;omﬁekcia] art design. 'Further, the 1afe 19th
century Impressionist féchanue' of applying paintt with,ﬁ short
brushstrokes, and the brilliant use of colour used by the early 20th

century ‘Fauves in France resulted in a much more vigorous and
. . . . .\ N . - \ ) . .
\

expressive.styTe compared to that of the Scandinavian 1andscapists.
The “&véntual acceptance of .the .Group of Sevéen resulted in their
nationalistic attitude to landscape painting being a forceful.

influence through their paintings ana-exhibitions and through their



t

positions as art instructors to young artists. Although the Group of
Seven, ceased to exist as a:formal entity after 1933, their particular
style of landscape painting continued to be a strong influence on
regionat art for several decades. It must be ackhoWledged that they
were the first artists to encourage painters and public alike to truly
observe the Canadian wilderness and take pride in the different
aspects of their own'codhtry."lt may, indeed, have been their most
jmportant contribution. |

" In Conada, the majority of young artists encountered
ditficulties gaining recognitionc from the. pub]ic, for the wealthy
estab]ishment'-of Toronto and .Mohtrea} still demandedV traditional
European art, painted by European art1sts, established Americans or by
European-tra1ned Canadians. Hence, asp1r1ng pa1nters 11v1ng in Canada
and wishing to become profess1onals felt ob11ged to obtain their
training in Paris, the cultural centre of Europe. The state operated

Eco]e des Beaux-Arts, the pr1vate1y _owned Academ1es of Ju]1an s,

Co]]arossi's,. or other pr1vate art estab11shments wéet “up' to - |

accommodate the overflow of art students from ‘all over the world did
not necessar11y offer a thorough tra4n1ng.to their pup1}§. The 1ong.
hours of drawing and painting wou1d be rewarded by dn ocoasional brief,
cr1t1que f%om a famous pa1nter yet upon their return to Canada, such
young art1sts were regarded with respect not accorded ‘their Tess
fortunate fe11ow-art1st§"£uho had received only a° prov1nc1a1
training.2 - "‘fii%' | |

Art15t1c influences of other countries continued -to 'be'

predom1nant in Canad1an landscape painting in the early 20th century

s



Among these, the French Barbizon trad1t$on, 1ntroduced by wyatt Eaton
( 849-1896) to Montreal and Toronto art circles, and carrled. on by
Horatio Walker (1850s193é§,‘ emphas1zed' the theme of poetic
impTications of pride in labour. = Homer ' Watson's (}855-1936),
7.1nterpretat1on of his \rura1"0ntarioA environment' ref]ected “such

influences as .the atmospheric 1andscapes of the Amer1can Hudson River

fartist_George.Inness (1825r1894); as well as aspects of the Eng}ish

bcountrys1de, particularly - as debicted°’in' the painttngs of John

-Constable (1776- 1837).3 “ William Brymner (1855-1925) trained in.the

academic sty]e in Par1s in the 1870 s and 1880's, produced soft toned}

genera]1zed 1andscapes that ref]ected <the Barb1zon sty]e in theme and

treatment. 4 French Impress1on1sm became known in Canada through the

works of Maurnce\fu11en (1866-]934), whose tra1n1ng at Ecole des Beaux -

vvvvv

Arts . in the 1890's resuTted in the- mod1f1ed Impress1on1st1c style of

' vh1s Canad1an scenes. A]exander Young Jackson (1882-]974), at one t1me‘

a pupil of Cu]]en S, cred1ted hws 1nf1uence as - be1ng va]uab]e to his

formative years.

. ) i R

To us he was a hero. His paintings of Quebec City. from
Levis and along the river are among the most d1st1ngu1shed
works in Canada. .

]

; TR _ N : o
‘Although James Wilson Morricea(1865r4924) was trained-at the Academie

Julian in 1891, his works of the 1890s and early 1900s reflect the

light subJect matter and brushstrokes of French Impressionism : ’He

-’\ .
1ived abroad but h1s pa1nt1ngs were known through exh1b1t1ons of the

“Canad1an Art- Club, of(wh1ch he was a found1ng member in 1907 6 e

In sp]te of the fact that young Canad1an artists of the f]rst
A . & o
¥ ' .

0 . : ' . - i ° . .
N . o . ) \e

T
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TN
decade of the 20th century produced paintings -that refjected their
Paristan influence, their work tended to he jgnored at.home.} Canadian
;co11ectors reJétted Impress1on1st1o art 1n ‘favour of‘.the more
conservat1ve Dutch pa1nt1ngs of the Hague Schoo]q'where the emphasis -
was .on pastora] mood, - atmosphere, and monochromatwc-tone? The resu]t
‘was that 1n Canada, the public taste ‘remained very conservat1ve dur1ng‘
the fwrst two decades ofgth1s century 7 J
In sp1te of th1s/strong dependency on well estab11shed European
art sty]es, there were early attempts to estab11sh 1oca1 art
-organizations. in ;Canada. -The Art Association of Montreal was
incorporated in- 1860, the Society ‘ot' Canadian Artists, also in
QMontrea1 in 1867  and the Ontario Soc1ety of Art1sts was founded in.

Toronto in 1872 However they appear to have’ been cons1dered too'

'paroch1a1 by the Governor General The Marqu1s of Lorne. Therefore,
7/

h1s proposa] to estab11sh a Roya] Canad1an Academy of Arts s1m11ar toel.

that of Eng]and was followed by the sett1ng up of that “body at Ottawav"

in 1880, at wh1ch t1me a Nat1ona1 Ga]]ery of Canada was a]so founded

f

/
While both; were - organ1zed with _the  same basic 1dea, - that of

/
L

encourading the arts and promoting art education 4 the two bodies

became divergent 1in aim and purpose, w1th the resu]t that the National

#

Ga]]ery built a permanent co]]ect1on and the Academy became the

champion of conservative - art  and | the. .spohsor oft annua]
_exhibttions.8 - Perhaps the most important aspect concerning . the
estahttshment of a nationat,academy and,ga11ery,fwas'the\fact that in
 the Dominion oflcagada,art had become a' recognized public activity.

2

Organﬁzed,art training began under the\auspicesvof,the Ontario



o Graph1cs Arts Club, successor to the League, was:,

]

Society of Artists with the opening of the‘Schoo1 of Art ahd'uesignlin
_ Toronto in 1876. This institution wastrenamed thevOntario College of
. Art in 1912.9_ | | ' |
There were‘q;her organizations established by artists for their

Q

own education and mutual eneouragemeht. .The Toronto Art Students'
League,‘uformed in 1886 and remaining in existence ‘until 1904; is
Acredited with.imparting newmfife and vigorbto\]ocal art in,the'tatter
part- of the century, 'and appears “to -have beeh a source of
encouragement to mahy youhghartistsz A1though a Canadian nat1ona] art
~was still in the future, the Art Students' League Ca]endar pub11shed ‘
,annua11y from 1893 to 1903, dep1cted draw1ngs of Canad1an ]1fe The

'mportant to suchm

artwsts as J.E.H. MacDona]d (1873-1932) and Arthur L1smer (1885-]969},

who were members of the future ‘Group of Seven ]0 S h. o
A s1gn1f1cant if not entirely successfu1 attempt to promote the

cause of Canadian art was made in 1907 when such estab1lshed art1sts

as Watson, Wa1ken, Morr1ce and Brymner banded together to form the

" ‘Canadian Art C]ub ‘Resentment aga1nst the low standards of _the o

\Ohtarid‘ Society. of A?)ists_ exhibitions and exasperation with‘wtﬁe

;apathy shown by the- genera1 pubTic toward their art were deci'iue-
’ factors in the decision of the new art. group to ho]d exh1b1t1ons which
'stressed pure]y Canad1an art. ]] The catalogue of the Cdnadian Art
Club S1xth Annua] Exh1b1t1on, 1913, 1lists as pa1nter members, “the
.o]der estab11shed artjsts% ‘and  as 1ay members, those who were
evidently amateur painters. None« of the artists associated'-with

J.E;H. MapDona]d-is included. Cullen, Brymner,'and Morrice have works -



i

reproduced, but- none of the 1andscapes appears to be exper1menta1 in

style or theme, although Canadian subjects compr1se some of the -

works.]2 ‘In The Yearbook of tanadiaﬁ Art, 1913, . Lawren. Harrts i

(1885-1970) expresses his opinion that the Canadian Art Club has been
successful in giving artists additional opportunities for exhibtting
: their ‘pwprk, - but feels " that . ~more. Canadian ~content would be

} './.)

desirable.]3, In the same Yearbook ’Roy\lF1em1ng writes -about . the
I —— \} R .

" Royal TCanadian Acgdemy of Art and refers‘ to the work of three
pa1nters, 1ater to be members of the Group of Seven F]em1ng mentions
Jackson s ‘"peculiar broad 1mpress1on1st1c style," - he‘frecognizes
| Harr1s remarkab]e gift. of tnansffguring the commonplace” and feels
MacDonald's * painting deserves -Special “é’ttention.]4 At the same’
_time,,F]eminghref1ects the cautious attitude of the Academy toward- any.
‘new artistic influences.
There is no freakish art. in the Academy, no "Cubists, no
Futurists, and what Impressionists we have are not fanatic;
_ all our art is sane, healthy, worthy, and inspiring,
and in its ‘ranks are workers of talent and experience. who
‘deserve a much more generous ‘recognition than the past has
yet offered.15 » . '
It would appear“that SOme artists who would later comprise the Group///'.
of Seven were s]ow]y becomlng recogn1zed by the art estab11shment of
19]3 they ga1ned approva] because their works were acceptabTe andb
qen- threaten1ng to ‘the maJor1ty of traditional artists and critics.
Another important 1nsp1rat1on‘to Canad1an artists and writers of
“the early 20th ‘century was the Toronto Arts and Letters Club. Formed
in 11908, its membership' consisted of patnters, writers, musicians,

i



sculptors, architects, and interested individuals from the business
world. It also provided exhibition opportunities for 'its artist
‘,'members.]6 The Arts and Letters Club pub]ished .the just. mentioned

Yearbook of Canadian Art' 1913 and in the 1ntroduct1on reference is

' made to the organ1zat1on S purpose as encourag1ng all forms of the

.’

| arts ]7 ‘Harris. was a charter member and a]] the artists who were

1ater invo]ved with the Group of Seven eventually became associated

18 -

w1th the organ1zat1on

The pa1nters who u1t1mate1y compr1sed the Group. came together

from d1verse 1nf1uences, and-exper1ences Housser 1nd1cates that the
artists, several of 'whom were emp]oyed by Grip L1m1ted of Toronto, -

began'to sketch the Ontar1o _northland together, and thgs formed the

. \

ear]y be91nn1ngs of the movement A 1nsp1red as the resu]t oﬁ a d1rect-
contact wwth Nature 1tse1f "]9'" MacDona]d emphas1zed the va]uab]e )

-1nsp1rat1on g1ven by the Toronto Art Student eague members toward -

,,:ﬂ

the establishment of foundat1ons for a nat1ve Ca ian art In a

1etter written December 10, ‘1926 (to Housser but ndt\\maf1ed),f'

~_

MacDOna]d had some criticisms of Housser's 'just 'published 'book“lt

Canad1an Art Movement He fe]t that there was too much Credit given ..

. to _those art1sts employed - by.. Gr\p L1m1ted for the1r contr1but1on
‘htoward a.Canadianvart movement, and not-enough recogn1tjon.g1ven,to'
"Art Student ‘l;eague members such as. Charles Jeffreys (1869-1952) ‘who
encouraged young artists to pa]nt Canad1an subjects. MacDona]d felt
that an ear]y 1nd1genous art movement in Canada was 1nsp1red by such :
‘ act1v1t1es as the Art League\calendar sketches contr1buted by members,

the Graph1cs Arts C]ub sponsorsh1p of Canad1an even1ngs, the ha]f hour
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studies on Canadian subjects that were part of visiting evenings in”_

t

different artists'’ studios, and. the growth and encouragement that all
these act1v1t1es generated 20
The art1sts ‘who later compr1sed the Group of Seven had d1fferent

backgrounds and training. Harr1s, a]though Canad1an, rece1ved his art

b

1nstroCtion in Germany, while MacDonald, Frank Johnston (1888-1949),
and Frank Carm1chae1 (1890-1945) . attended'the Ontario College of Art,

Jackson S tra1n1ng was acquired in Montreal and Parws, Lismer's and

‘Fred Varley's (1881-]969) in England and Antwerp, and Tom Thomson
(1877-1917),. who,'whi]efnot a member due to his untimeiy death,‘wasv

trained as a commercial art1st in Seattle, Washington. “The common

e]ement for.'a]1 these. pa1nters seems to have been the des1re to

1nterpret the northern’ Canad1an ]andscape

J. E H MacDona]d came to Canada from England in 1886 and stud1ed

| lithography at the Centra] Ontar1o Co]]ege~of Art in Toronto. . He was

able to earn h1s 11v1ng at the commercial stud1os of Grip L1m1ted, SO

that he had to confine his pa1nt1ngs to weekends MacDona]d S style

ref1ected h1s strong sensﬁ: of Qdes1gn, cred1ted to Co]iege- of Art

A1nstructor, Robert-HoImes (1861-1930), an admirer of the Eng}ishmArts

and‘Crafts movement under William Morris (1834-1896). His technique

and colour was influenced by George Reid (1860-1947), later principal
of the-Co]]ege.Z]j He -admired 'the writings of American natdra]ist,,
-Henry David Thoreau, ‘and fe]t-’they- were important to his own

;ﬁhderstanding and interpretation of the Canadian 'winerness.??

Perhaps most inf]uential‘ were the exchange of ideas and shared

pa1nt1ng exped1t1ons of the other art1sts employed by Grip. Thomson

’

23



joined the }company, an 1907, Lismer nd - Carmichael in 1911.

MacDona]dfs career.as a painter was seriously launched in 1911 after

he resigned from Grip and became a full- t1me\§a1nter Here, tbo, the

Arts ‘and Letters Club encouraged him with a exh1b1t1on of his 011

. sketches, wh1ch were acc1a1med by c]ub members for their Canad1api
‘ themes, colour, and’ spontane1ty 23 1y 1s a pownt of conjecture thaf
he and Harris were among a group of Arts and Letters C]ub members ‘who
saw  an exh1b1tion of Soc1éte des Pe]ntres et Scu]pteurs at the

A]br1ght Art Ga]]ery in Buffa]o, New York, in 1911

MacDonald was apparent]y 1mpressed with, the works by minor

Impressionists that ‘he saw in the. exhibit, for His art- of

1912 began to show. their influence in his use of, stronger

colour and handling - of paint. His ‘paintings began to-
attract the attention and approbat1on of the critics and

the National Gallery began an annual purchase of his works

that went on for the next five years.24

- Lawren. Harr1s, as a member of a wea]thy Canadian fama]y,’was able to
“take an academ1ca]]y or1ented tra1n1ng 1n Berlin from 1904 to 1908

It is surm1sed-that Harr1s 1nterest in philosophic ideas and 1ater*
theosophy Amayk_have (priginated"frpm a‘tneeting with German ]andscape
: pafnter and phi]osopher;_ Pau1“'Th§em (1858~1§22) in 1907.2% . Upon
his return to Canada in 1908, Harr1s appears to have become more aware
of ‘the qual1ty and clarity of 1ight on this cont1nent, and 1ndeed he
- seems’ to have disregarded much of his academic tra1m1ng He clarified
this in. notes to F.B. Housser when he referred to his f1rst Cahad1an

2
o

exhibjtioh in which he depicts urban views of autumn and winter.

These pictures . . . were painted in quite a different
manner, technique, arrangement, and spirit from any work I
had done before. [ was far more at home in them than any

[



place else and naturally forgot the 1ndoor stud1o 1earn1ng

of Europe, being simply dictated t6 by the env1ronment and

life I was born and brought up in. 26¢ .
-Harrts,‘a charter member of the Arts and Letters Club, 1905; found
himself among kindred spirits, and exchanged artistic and cuTtural
phi]osophieal concepts with a group of artists whose enthusiasm- for
the development of a d1st1nct1y nationalistic landscape art equa11ed
h1s own.' His meeting with the artists of Grip L1m1ted occurred dn
ear]y 1911 after he saw MacDonald's 011 sketches exhibited at the Arts
and Letters Club. He joined the group ' sketching tr1ps to northern
vOntar}o, _Georgian Bay and Laurentian areas, and it was he who was
instrumental - in per;uadind ' MaeDohaTd .to become ~a full-time
painter.z?'. Harris became ‘cohvihced that Canada's pafnters cod]d
' jnterpret their country if they could only be them§e1ve$ and paint it
~in their way.28“ | |

' Arthur‘Ljsmer, born -in Sheffield, Eng]and,lwas exposed to art in

that city through gallery exhibitions and his years at the Sheffield
'Schoo1. of’ Art where the atademie training, 'partiCular1y in formal’
dhawing, was coneidered_by'the artiét to be a va]uabTe aspect»in his
eareert By,1905'Lismer had comp]eted adsevenfyear apprentfceship with
an ' engraving company a1ong w1th his -art “tFaining ‘taken at night
‘SChool His ear]y 1nterest -in theosophy was eventua11y d1scarded by

the youthfu1 art1st a]though the un1versa11ty of att1tude and approach

rema1ned part of his phllosophy According to MclLeish, L1smer appears

. to have had a ]ong stand1ng admiration for Constable S work, and even

after he came to Canada, found it d1ff1cu1t to divorce h1mse1f fromﬁ'



this influence.29 His experience in Antwerp's Académie de§A Beaux
Arts, from 1906 to late 1907 was described by the artist as dull, but
he did credit the‘time spent there as imbuing him with an awareness of
the creative powers within himself. HeZwhs much more excited by Roger.
Fry's 1910 exhibition of the Post-Impressionists at the London Grafton
Galleries, and was particularly fmpressed with the painting by V%ncent
Van Gogh (1853-1890), later to bécome a considerable influence on his
interpretation of the Canadian ]andscapé.30
| Lismer's arrival ‘in Canada in 1911, and his joining the Grip
firm meant thét here he met tﬁe artists who later became the Group of
Seven. He felt the artistic excitement that pervaded the Gkip shop.
E*cited by the differences between the English and Canadian landscape,
he found it difficult to interpret the clarity of forms, strong light,
and clear atmosphere of Canada. His sketchjng trips with his fellow
sartists at Grip in 1911 and 1912 were important in that they
| introduced him to the .sharply defined rugged Tlandscape of nortﬁern .
Ontario. Lismer recognized these differences but foﬁnd it dffficu]t
to abandon his earlier British training and influences for the.
vafiations in mood, the effect of lighf and sHadows on the surface o%-

forms, the strong rhythms of the country demandfng a bold handling

that he found new. and somewhat'problematic.3] Yet, he contfnued to. - -

accept the. challenges of such -areas of Canada as the Georgian Bay area
and through the interest and discussions with his fellow artists
Lismer resoived some éf his artistic issﬁes.

Alexander Young Jackson, born in qutrea1; became a lithographer

to earn. his living but received virtually no early training except.

.o
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that obtained at night classes, first with William Brymner at the Art
Association ‘of Montreal and then at the Chicago Art Institute' in
1906. An earlier trip to Europe had inspired him to return in 1907 to

»

Paris to take some formaﬁ art traim‘ng.32 Jacksqf

‘s “return to
Canada in 1909 brought a new awareness of his nf i

landscape.

Fa . . na
After the soft atmosphere of France, the cleaniéwA'
and sharper shadows of my native country in the §,‘Eng were
exciting. - I painted my first canvases ' in ©€ais
Sweetsburg, Quebec. It was good country to pai
snake fences and weathered barns, the pagturs
had never been under the plough, the hbirfer
remove, the ground all bumps and holToWs.
. that I painted Edge of the Maple Wood .

'

While this painting definitely shows the txpica}#'lmpressionistic
influences in its handling of paint, it has the clear light and rough
untidiness of foreground that reflects thé:ﬁduebég 1andsc9pe,34‘-'1t
was this work that so attracted the attention of Marris and MacDonaid
that they invited Jackson to Toronto, where he stayed qaq formed an
alliance with ‘ghé members ofv tﬁe group. Jackson foéh&f the close
association *between the Toronto painters and cohmer;ia] artists
reassuring and:profitab1e. He felt that Toronto, being a centre for
publishing, provided a market for.the értjst's-ta]ents; and found that
.the Toronto public, having fewer established tradition§ tﬁan that of
Montreal, had a Tlivelier interest in the arts- in Léeneral. He was

s

particularly impressed with Lawren Harris.

:To Lawren Harris art was almost a mission. He believed
. that a country that dgnored the arts left no record of
- itself worth preserving.” He deplored our neglect of the
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artist in Canada and believed that we, a young vigorous
people, who had pioneered in so many ways, should put the
same spirit of adventure into our cultivation of the arts.
He believed that art in Canada should assume a more
aggressive role, and he had exalted ideas about the place.
of the artist in the community. After the apathy of
Montreal it was exciting to meet such a man.35
Like Lismer, Frederick Horsman Varley, was born in Sheffield,
England, aftended the art school there‘énd later the Academie Royalé‘
des Beaux-Arts, Antwerp. 'Hé‘returned to London in 1909 to work as a
commercial illustrator. It was then that he became an admirer of
Joseph Turner (1775-1851) whom he regakded as "the most sou]fu] and
spirituaT of Mnglish painters.“36 Varley decided to emigratéi to -
Canada after he heafq, from Lismer,- a childhood friend, the glowing
accounts o% the~arti§tic opportunities available here. Sho}tly after
he arrived in Toronto Varley obtained +a job with Grip, and the
friendly re1ationship.,he established with Harris and- MacDonald
resulted in his acceptance into the Arts and Letters Club in November,
1912. He .appeafs to have been 'surprjsed at 'the ambition and
.enthusfasnl of these two' artists, fqr in a letter "to his sister in
early 1913?'hé expressed his opinion that Canadian art seemed to be
“Munfettered with rank, mUsty 1deas'Lv. . possessing a‘voice that rings
sweet and c]ear.937 Varley dfd sketch with Thomson but his time was
evidently taken up with commercial work, and of thé few paintings he
exhibited in the first years he was in Canada, there is little
information.38 |

Franklin Ca?michae], born in 'Ontario,, studied at the Ontario -

College of Art under such instructers as George Reid and William

{
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Cruikshank (1849-1922). A job at Grip Lihifed, in 1911, introduced
him to chDona]d and his group whom he joined in pqiﬁ&jng the
landscape around Toronto and the Georgian Bay area:\ However, thefe
appear to be few examples of his work froh’this,particd1ar‘period,"He
went to Antwerp to studj in 1913, perhaps at the‘ihstigation.of Lismer
and Var]ey.39 | |
Frank Johhston, also ah employee of Grip,Limited, was a member

of the Gréup_of Seven for qn]y a Qéry br%ef period. Like Carmichael,

he is referred toVas being part of the group from Grip who sketched

the Algonguin Pafk, but his painting in these earlier years seems to

"
5 *

have been re]ative]y um‘mportant.40 . -
~ Thomson,. Eegarded as a catalyst for those arﬁists who later
formed the'Group of Seven, is credited with imparting his own splendid
vision of the,Canadian North. Trained in’Seatt]e, Tpomson joined Grip
és an engraver in 1907, where MacDona]d, as.;enior designer, taught
him not only new design t;chniques but also encouragéd him in his
painting. Undoubted]y'he was inspired'byy%he pe0p1é at Grip who fé]t
that weekend Tlandscape painti;g:was as important as the commercial art
produced during the‘week. Although Thomson's first-sketches tended to
be somber and decorative, they did reflect. a feeling for thé
o 1andscépe.4] Uismer refers to these ‘paintings as "éwakenings" and
‘mentions the fact that "not'on1y wés Tomigggning up as a painter," but
‘that "the northland was a painter's cour}try..""‘r2 It was after é
~canoeing expeditfon into Algonquin Park iﬁ 1912 that- Thomson began

more_ serious attempts_ to interpret the Canadian landscape in hié

painting;43 '



With .all their enthusiasm and awareness for the Canadian
landscape, the artists were still not very successful in their'
attempts to paint their country. In notes written for Housser's book,

Lismer talked of their creative problems, during these early years.

We felt locality but not mood. We felt topography but not
colour. The fact was we could neither draw nor paint. We
were adventurous, but it never got into our pictures.44

S " Y
E. Wyly Grier, in the. Yearbook came to a similar conclusion.
_ ; 2
There are, too  in our Canadian p1cture galleries, many
hopeful signs, but they do not reveal, as yet, a compelling ..
force . . . . I believe that our art will-never hold a
commanding position . < . until-we are stirred by big
emotions born of our landscape . . . .43 !

Y
-, \

Fergus Kyle, in the same Yearbook, . stressed the hope that Canadian

>

artists would look to Canada for their inspiration.

' The time 1s‘r1pen1ng . . . when the Canadian characteristic

can be appreciated by the Canadian mind; can be put into
: pictures by Canadian pa1nters, and yet wm]] have an appeal
»  beyond Canad1an connoisseurs. .

4

Kyle's remarks in particular provide evidenee‘that in 1913 the Arts
and Letters Club, the publisher of ihe w;earbook, fostered a
nationalistic approach to painting.

One ofl the strongest' 1nf1uepces on the painters who would
eventua]]y form the Group of Seven appears to have been the exh1b1t1on
of contemporary Scandinavian art held in Buffa]o,A New York, from L

January 4 to 26, 1913. A7 1t s probable that the artists wou]d have

-been aware of Scandinavian art and its va]ue as a possible source of
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inspiration through MacDonald who admired the work of Charles
Jeffreys. Nasgaard points out that after Jeffreys had seen an exhibit
of Scandinavian pé@ntingsiat the Colhmbian Exhibition in Chicago in
1893, he became "nérthern—minded" in his apbroach‘ to Tlandscape
'painting.48 Further, Nasgaérd suggests that MacDonald and Harris,
-along with their fellow artists, would be familiar with such art
publications as Studio which feaﬁured.articﬂes about Scandinavian art
And artists.49 Reid, ‘as we]f‘ as 1Nasgaard, {ndicates that - éhe
Canadian artists had their subject, that of the landscape of their own
country, but they still needed a viable techm‘que.50 The
Scandinavian exhibition, accordiﬁg to Nasgaard, provided the vehicle
- for such ap approach. .The' exhibition; arranged by the American
Scandinavians, opened_December 9, 191@, at the American Art galleries,
in New Yohk, to 1ess'than‘enthus$astic reviews. Clearly, art critic
Byron Stepheﬁson felt that the arfists involved defived their styles.
from §UCh sources as Impressionisﬁ' and Post Impreséionism, and
therefore, ‘the exhibition '1écked individuality and aspects - of

nationa]ism.5]

James Townsend conceded that while Americans mightl
be repelled by. the paintings' "coid atmosphere and rugged aspeéts," he
fé]t thaf they :were important for their 1Sd1v1dualism‘and originality
of yéquéét mafter.SZ However,. when MacDonald and Harris saw the
exhibition in Buffalo they apbear to have been so deeply impressed
éhat it reinforced their desire to paint their own,northern.wildernéSs
in an indigenous style.

T The ekhgbition, a survey of art of the Scandinaviaﬁ countries,
contained paintings o!nthe older generation, the Naturalists of the

Y

[
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- 1880s, the3\3ymbo1ists' of the 1890s, such  as Harald ‘Sohlberg,
(1869 1935), Edvard Munch (1863 1944) and Pr1nce Eugen of Sweden

(/(]86é51947 and younger pa1nters who re3ected the nat1ona]1sm of the1r:

A,«{""«z

predﬁéessors and looked to Henr1 Mat1sse (1868-1954) and the Cubists

“ for “their 1nsp1npt1on.53‘ The pa1nt¢rs of the ]890$,f particularly
.Soﬁ1bérg and Gustaf‘ﬁjaestad (1868-1948) who gavé decorativeffo?m to
‘thqi;‘ somewhat monumental 'Tandscapes and mystical connotations "to

v stheik_”wi]derness-‘themés;. were _the artists most inférésping to

Machna]d and . Harrjs.54 -Jhese Scandinavian Iandscape themes with

Symbolist b&frtones prowided a semina] inspiration to the expression -
- of “the Canadian w11derness in the pa1nt1ngs by Harris, MacDona]d and
. severa] of the1r co11eagues 55.

The 1nf1uance of Scand1nav1an pa1nt1ng on Canad1an 1andscape art

has- been; examined carefully by Nasgaard in The Myst1c North. His

arguments aré centred around those artists who painted in'the'18905
using the landscape to enhance poetic ideas and mystical experiences

that dintrigued them. The northern artists' pa1nt1ngs were bound up
W

with nationalispic, and romantic attftudes “toward their fellow

countrymen and  the natural surroundings of their country.
T ; : _ : , »
Scandinavian Symbolism -is regarded as® having roots -in French

Synthetismf where the,painterutransformsfhis subject mattér»so that it

,expre§sé$ a certain meaning. By the 18§O§-the Symbolist landscapes of
SRR ‘

the northern European countries begin to emerge as ref]ecting, both

. - ) . . 4 . X i . )
‘Subjective and Hereic ideas.®®  This art with ~its aspects of
;hatﬁona]ism and mystﬁcéﬁ overtones, ofgén. in wilderness settings,
' appeafed‘to the.Canadiahs. Nasgaard regards the subsequent movement

P
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in Canada as an extension of the Symbolist movement in Scandinavian

landscape painting.
C '"wew .

By the very speC1F1c .route -of the: Scandinavian
exh1b1t1on in Buffalo “in 1913, however, the painting of
Canada's first concerted nat1ona1 movement, that of Thomson
and the Group of Seven, can be deg§r1bed as a.direct
outgrowth of. the -first. phase. & “northern Symbolist
landscape painting.. . . . the similarity between
individual Scand1nav1an pictures  and later Canadian ones
often gives the impression of h1story repeating itself, a
kind of sequential synchrony suppoﬁted\ §0 by a Canadian

- appeal to patriotic and mystical motivation that paraliels
~ those of_ the northern™ Europeans at the turn of the
. century.5/ - R

- Harris and MacDona]d were particularly 1hpre$§ed by’ Notwegian
painter Soh]berg and Swed1sh artist Fjaestad. Their ‘subjects of
"snow laden trees and runn1hg water were fe]t by the Canadians to have
a great deal in common with the1r -OWn land. ,Perhaps because they
cpntajned aspects of the familiar Art,NQUVeau~ety1e, MacDonald felt
_ they’ reveaﬁed waye in which they as ‘Canadians could understand and
depict their own rivers and mountains more fu11y.58, |

Thevinf1uence of the BuffaJo show on the‘twovCanadians and ‘their g
'co]1eagues shou]d be f1rst 1ooked‘ at in general terms Like* thefh
;Scand1nav1ans oﬁ the 1890s, the Canad1ans of, 1913 attempted to revea]
.1n, their patntings profound “enduring fee11ngs that “evoked s1m11ar'
reactions in thetr vieweYs,_espec1a]1y a.nat1ona1,sp1r1t as revea]ed
in the Canadian 1andscape ~In specific terms;' Nasgaard hight]y

4
remarks that direct 1nf]uences from the Scandinavians are apparent i

[ == S

,,subJect_matter “style and compos1t1on, a1though in coiour and hand11ng

of paiht the Canadians have been bo]der.59 _ ) S
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In  this \contekt, Nasgaard makes it “c1ear- that a1thoughufﬁ
MécDona]d, in" his ,1531' lecture, credited Fjéestad's péintfngs with
teaching Canadians how to lTook at and paint their énvirqnment' Qith
deeper know]edge and understanding, hfs owh_work.does not show much |
difect vinf]uence, except jfor his useb of Fjaestad's _compositiona]
' devicé of looking down onto the water surface; a view which 1ends'aﬁ E

b

- immediacy and. intimacy to the work.®0  Leaves 1n’4he Brook, 1919, ;

(The McMichael Canadian Collection, Kleinburg, Ohtario); (Fig. 1), has
this _é]ose-up view of the water surface 'jnv~thg same manner as in
Fjaestad's painting, Riggles;' n.d. (collection unknown), .(Fig. -2),
which wéé in-the Scandinavian_éxhibiti@n and heﬁce seen by Harrjé and
’MacDonald.6] | However,  Nasgaard . points out nthat thé ithick A
application of paint' and uge of"bright vibrant colours lend an-
,excite@ent and movement to MacDonald'é work thét 1§ 1ackjhg in that of
the'Scahdinaviqn artigt.62 |

Nasgaa?d gives clear evidence that'LQWﬁen Harris, in several of
his snow pafntings.fkomythe years immediately fé]]owihg the Buffalo
' trip, appears to have been markedly jnf1uenced~by Fjaestad. His Snow,
1917, (Thé McMichael anadian Co]]ection, Kleinburg, Ontéfio) uses a
similar decorative aﬁproach to the composifion .of a 1andscape;53
wpi]e his cropping at the sidéé 1ends4a two-dimensional appearance to
the work, there is;sfi]] an é]emént of déép space beyond. Like the
‘Scandinavian artﬁst, Harris uses a techniqﬁe of short regu]ar'strokes‘
of‘ paint and ‘the same - colours ééj pinké, blues, ’purp1e§ .and
efeam-ye]]ows, aithbugh they tend .tb be somewhat brighter and less

moody than those used by Fjaestad.
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- Harald Sohlberg, a Norwegian artist represented in the 1913
exhibition, appeqrs to have been occupied with the somewhat oppbsing
‘concerns of the combination of bold- compositions with .numerous

meticulous details. . Harris would have seen his Fisherman's Cottage,

1906, (b?ivatevcoiiection), (Figi %), with its Symbolist emphasis of
mood G intensity of a northern night.64 The use of a foreground
'ispreeh of trees rendered in meticuious detail against a broadiy
painted background wiih"the' human eieﬁent imE9§ed' by a shai]

-fisherman's‘cottage results in a work that is slightly mysterious’and

melancholic. 'Harrisf Beaver - Swamp, Aigoma, ‘1920, (Art ‘Gallery df
' Ontario), (Fig. 4);\‘appears;vio convey the ébirit ;as iﬁei] és .
compositibﬁai aspect éimiiér g&kSohiberg's'work.'This_painting hési
the scréeneq, slightly more detailed foregfound_standiof trees, a more.
broadly painted distant view in the background, and a melancholic

‘brooding aspect that ‘is sympathetic to the mood of the Norwegian's

painting.65 }'The Canadians were impressed .with Soh]berg's Winter

Night in Rondane, 1901, (private collection), (Fig. 5), with its
decorative symmefripa] appearahce_and(contrast bfgdetaiied féreground
of twistéd black trees that give the efiect of a curtain pulled asidé
lto reveal a monumental’ sihp]ified backgrdundv" of «cold white
66

snow-covered mountains ‘with a single central star between them.

Harris' -Above Lake Superior, 1922, (Ar{ Gallery of Ontario), (Fig. 6),

"eéhoes Sohlberg's paintiné“in such compositional devices as. stark
trees emphasizing the physical, almost psyéhoiogicai barrier to a
background of ddrk forbidding mountain and cold biue‘horizon'beyOnd.

. el . . ‘
Although Harris sets his foreground in sunshine and Sohlberg begins
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'w1th confused darkness, 'bbth painters avoid texture_ and'

emot1ona11y removed from their subJect 67

21,

remain

+

Jackson d1d not see the Scand1navian"exhibition‘ rior did he

 discuss 1t w1th those artists who attended Ait, until he met MacDonald

- at the Arts and Letters Club in, May,‘1913 68 " 1t s intereStingrto

note that ‘Jackson refers to h1s 1913 pa1nt1ng Terre Sauvage (NatfonaT

Ga]lery of Canada) (F1g 7), as “the first large canvas of the new -

.movement" and reca]]s how MacDona]d ca11ed 1t "Mount Ararat"

13

because,~

he sa1d "1t 1ooked 11ke the f1rst 1and that appeared after the F]ood y?

_subs1ded "69 ,The pa1nt1ng 1s,rea11y the f1rst of the Groupfto dea]

K

with rugged Canad1an landscape in a morumental way s emphas1z1ng forms

in a bold s1mp11f1ed sty]e, us1ng strong colour w1th greater

‘emphasis, and plac1ng bas1c elements such as rocks in the. foreground

Jagged _trees s11houetted against a dark sky, and heavy c1ouds,_»a}1

p.laced parallel to the hicture plane. The work, Aaccording' to- .
Nasgaard, is .a marked departure from Jackson's earlier impressionistici'
paintings and depicts aépects of the .new style as formulated by the

hGroub'of Seven.

In what it vrejects 'from Impreséionism and = what

1t

~establishes as essentials of the new sty]istic vocabulary

a panoramic :and monumentalized vision: a

bold

's1mp11f1cat1on of form and strength of contour; intensified
colour concentrated and Juxtaposed within simple forms in a
manner -that is almost Cloisonnist . . . near symmetry, a
frontal orientation of the basic elements . . . and a
tendency to rush the eye over a relatively undifferentiated
foreground- toward the distance . .. . Terre Sauvage stands

at the beginning of the new Canadian movement./U

Nasgaard does.not~consfder the fact'that Jackéon.had juét returned
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A,

from over a year's’ stay in France, so that his use of strdﬁg vivid

co]ours, part1cu1ar1y in the trees of T!rre Sauvage, most Tikely would

'g have been 1nsp1red by the Fauve works he undoubted]y had seen in Par1s :
Nasgaard states that after 1913 Thomson S work too showed th1s
Scand1nav1an approach to 1andscape Most 11ke1y th1s was 1nf1uenced

A
by Harr1s and MacDona]d and’ by reproduct1ons of FJaestad 'S work wh1ch_,

71

'werej read11y ava11ab]e..v His Northern R1ver of 1915 (Nat1ona1

vGa]]éry of tanada) “(Fig. 8), uses - the Scand1nav1an 1nsp1red
frontalized screen dev1ce of strongly paknted tang]ed underbrush and.
i. Art Nouveau 1nsp1red S shaped trees def1ne the foreground p]ane 72'u;
_ Thomson S Jack P1ne, 1916- 17 (Nat1ona1 Gé]]ery of Canada) (F1g 9),

_uses northern Symbo]1sm to a marked degree 1n dep1ct1ng 1ate day 1ne

73 Nasgaard suggests that the lonely weather beaten»

. the w11derness
tree in th1s work may be a- reference to ear11er 19th century romant1c‘

' pa1nt1ng In fact, the: 1one tree mot1f m1ght have been 1nsp1red by an

illustration of W1]11amA R1tsche] (1864 ?) The Fallen Comrade

(Pennsylvania Academy), (Fig.~10), in the April 15, 1913 edition of -

- Studio.’4
Although :Lismer's teaching- restricted 1his time spent with
co]]eagues, h1s pa1nt1ng after he returned from- the years in Halifax -

75

~ shows _the 1nf1uence of the Group to a lnarked degree A work_ of

1921, Sep;ember Ga]e, Georg1an Bax (National Gallery of Canada),-(Fig.

1), integrates the symbolic sdng]e-tree image' into a 'continu0us
1andSCape 76 Possessing a comhog;pntlook on nature and the Canadian
1andscape as dep1cted by the artists who comprised Since 1920, the

Group of Seven, L1smer s pa1nt1ng ce]ebrates the w11derness on.a grand
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scale, ‘using rich, harmonioué colours, decorative patterns and strong

brushstrokes. Nasgaard argues that these do not necessar11y arise
from 1nf]uences consc1ous1y 1nterpreted
' _ S ]

- We can,note in a more general sense that the members of the
"Group " 1ike. -the European Symbolist Tlandscape painters
continue to swing between extreme close-up views of nature -

. -and broad panoramas, but seldom integrate the two
polarities dinto a cont1nu0us space, at least not when
working with ‘the’ w11derness 77 ' ' '

"

’“‘%herej_is- evidence that members of the Group of Seven seemed
re]uctant to acknbwTedge'inf1uence of the Buffalo exhibition. Lismer
1nd1cated that the1r movement was "genu1ne1y a Canadian thing. The

Group of Seven caught and ref]ected the nat1ona11sm in the air."/8

: Jackson referred to the Scand1nav1an exh1b1t1on qu1te 1ate,.1n 1948
“in the foreword of the cata]ogue of the Lawren Harr1s exh1b1t10n at

the Art Ga11ery of Ontar1o

ES o
- -

'..Harr1s and MacDona]d had seen a. Scand1nav1an exh1b1t10n in
Buffalo "in which similar motives to .our own were painted
w1th much more vigour and 1mag1nat1on than was to- be found
in our work .79, . ,

\
A}
- e

It‘was not uhtif 1931'that-MaCDona1d gave a public account of the 1913
.Buffa1o exh1b1t1on at wh1ch t1me he attempted to g1ve his audience a

“sense of how strong1y it had affected Harr1s and himself..

.. There was a sort of rustic simplicity about the show,
wh1ch pleased us. It seemed an art of the soil and woods
~and waters and rock and sky. . . . The artists seemed to
be a lot of men not trying to express themselves so much as
trying to express something that took hold of themselves.
~ The painters began with nature rather than with art.
It was this song of praise of their countries that captured '
our suscept1b1e Canadian sou]s in Buffalo.80
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Harris expressed his reactions in 1954,

Here was a large number of paint1ngs which: corroborated our
ideas. Here were. paintings of northern, lands created in
the spirit of those lands and through the\hearts and minds
of those who knew -and loved .them. "Here-was an art bold,

vigorous and uncomprising, embody1ng direct first- hand
experience of the great North.  ‘As a result of that
~experience our enthu51asm 1ncreased, and our conv1ct1on was
re1nforced -

The members of theffOrmative Group received important fdnahcfa} L

aid through Eric Brown, d1rector of the Nationa1~ Gallery.. His

il

| purchase of their pa1nt1ngs on a regu]ar bas1s for.. thE' national

collection - gave them publicity. and meant that - 5uchf'artjsts as
’ MacDona1d could manage to. support htmself and his: family ’by hts
.art'82 ‘Further of great 1mportance to the pa1nters for many years
was the Studio Bu11d1ng financed by Doctor James McCa]]um and Harris
and built 1n 1914 The new xnovement s act1v1t1es became ]oca]1zed
there with ‘Jackson and Thomson both us1ng it as a studio. While not
all of the members of the Group pa1nted~1n the Studio, it became a
centrat meeting place where discussions and encouragement'were freelyb
exchanged 83 S
The art1sts d1d have their critics.. A Toronto Star writer, H F.

‘Gadsby, after seeing some of Jackson's Georgian Bay sketches at the
Arts and Letters C]ub wrote three ’columns. on "The Hot Mush
| Scho01;“84b 1MaCDona1d's reply in the same paper began the artists’
defence  of their ‘artistic position, \their concepts, and their
work.85 Certa1n1y from then on the Canadian pub11c was made aware

of themwork_of the men who formed the Group of Seven.
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The 1914-18 war dispérsed the Group, with Jackson, Varley,
Harris and Johnston becoming war artists. Although Thomson's death in
19i7 was a great blow, the Wilderness trips after the war reénewed the

artists' enthusiasm for theirvwork.86 Painting the land beéame~tied

up with the exploration of it, with emphasis on the rugged northland.

Consequently the excursions of the Group of Seven over the -years

extended further across the country and into the north, always with a
sense of the excitement of discovery. ~The first'of manj box-car trips
to Algomé took place in September, 1918 and continued for a time after
the organization of the first exh1b1t1on of the Group‘of Seven on May
7, 1920 at the Art Ga]]ery of Toronto. 87 Harr1s.’foreword to the

cata]ogue~out11ned the 1ntent1ons of the artists, expressing the view

~ that the Group held a common vision of art in Canada, which Art must

be - realized before the country would become a real home for Gty T

-people. He stressed the’vitality,and distinctive éspects of the art
”‘asrpeing significant»for Canada.88 HiS statement was important for
the keaébn that this was the first time any g;oup.of'Canadian artists
had deé]afed 1ts be11ef and faith in art n?tfve to the ‘country, as
' we]] as part1cu1ar1z1ng aspects of ‘that cémmon fa1th ) Colgate at this
Q?}htf91ves,h15 view of - the Group's 1mportance to Canadian landscape
art. | ’

~The Group supplied tHeAinvigoratfng and 1ife-giving element
Thus, the early twenties were to see a rebirth of

a fresh, vigorous and healthful -impulse in Canadian
landscape painting.89 - o :

s

This common view of nature appears to-have been present in Group
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paintings into the 1920s. The inclusion of, * rhythmic decorative
patterns, rich brilliant autumn colours and bold monumental shapes
were. 1nd1genous to the Group style of this time. Ann Davis gives
reasons for the cohes1on, wh1ch explain the success of the Group and
its artistic influence 1in the next two to three decades in Canada.
She points out that the artists 'merged their individual artistic
tendencies to contribute to the 1Group; the fact that they had
similarities of background, age and ambitions also was avcommon bond.
She fee]s background was part1cu1ar1y important, and in th1s she makes
some pert1nent observat1ons ‘ |
Background was even more important"than age in Tlinking.-
these painters into a cohesive unit. Without exception
they all had had commercial experience, although in Harris*-
case it was comparatively brief. Perhaps this foundation
is. the «crux - of the Group association. Commercial
backgrounds gave them all rigorous- and - at times similar
training, a knowledge of Canadian artistic traditions,
participation 'in some Canadian painting societies, and
. brought them into contact with each other.90

Davis' argument that the common goals of the Group of Seven also led -~
to their solidarity is sound. 'The fact that they were all "aware of
national sentiments," that they were "all anxious .to 'Capture and- -
depict the Canadian spirit" and that they were- "all quite happy to
continue the Canad1an tradition of 1andscape painting"’ enhanced their
common goa]s to ,a marked. degree. They cou]d work well w1th ‘these
common 1nterests because they were sma11 Ln number and appear to have
had comparatively 11tt1e disagreement. Finally, with this workable

group they had Tless d1ff1cu1ty gett1ng exhibition space, whether for

smaller exh1b1t1ons or for Tlarger -ones in such p]aces as the Art

\!
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Gallery of Toronto. 9]

1924 saw the Group of Seven's success in having a number of
their paintings included in the important overseas exhibition, the
British Empire Exhibition at Wembley, England.92 Although by’ that
time they had had numerous éXhibitions of their work in Canada and the
United States, their work still met with a varied response, and
critics continued to have mixed reactions to them, It wds the success
of the Wembley ekhibition that changed the attityde of critics and
pUblic_in Canada. 'Housser gives his reaspns for its significance for

¢

‘the Group.

7 . « It was the first t1me that these Canadian artlsts had
had an opportunity of exhibiting, side by side with other
painters  in offier parts of the empire, and because their
work was seen and judged by critics familiar . . . with the

‘best modern. work of EUrope .+ . There was scarce]y a
writer who did not single out the canvases of these men and
declare with conviction that 1; Canada alogne ‘the art of the
‘Empire had 'taken a new turn': . .

. Y

. The fesu]ts of the Wémbley show successAwas signifigantvfor the Group,
in that their .receiving approbation for painting;n~in a ‘world
_s{guatidn, meant that their work at home WOula be more assured bf both
support and‘\suc_cess.94 Davis' cbncludes_that tHe Group of Seven had’
achiéved. their-main goal, thaf of'.idgntifying an& expressing their
major themes, and they had received international recognition.95

The Group of Seven.began to disperse in:the:19205 with several
of the members going intokfeaching positions throughout the country.
Lismer had”Abecbmé vice-principal of the Ontario Co]]égé of Art in

1919, and no doubt it was partly through his inf]uence‘that MacDonald

<o <
AN P X . R J
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became an instructor there in 1921. Varley also taught there for the - ‘l
year ofy 1925-26 and then accépted a position as instructor at the .

Vanco

g School of Decorative and Applied Arts in 1926.96 Jghnston

O

became principal of the Winnipeg School of Art in 1921.97  Jackson

taught for one year (1924-25) at the Ontario College of Art, but since
he‘ﬁreferred,to have time to travel to western Canada and the Arctic,
he did not continue instr'ucting.g8 Harris continuéd to travel and
sketch {he Canadian Tlandscape, spending several sdmmers'in‘the Rocky
Mountains in the 1920s.99 . By thé mid-twenties the members of the
Group of Seven resided in different parts of the country, although
they continued‘ to exhibit wuntil 1931, Throﬁgh these exhibitions,
slowly their work and aims begéme ﬁnbwn across Canada.

In the West, Johnston became a liﬁk between fhe Group and
Alberta through his friendship with La;s‘HagkéneSs (1?64—1929),_also
an instructor —at the wihnipég School 6f Aft ~in the early 1920s.
Haukaness, a Norwegian artist who had studied under Christian Krogh
(1852-1925), ‘teacher of Edvard Munch and respected professidndl in his
own right, would, therefore, haﬁé direct knowledge of ﬁhe Scandghaviam
landscape ttaditions that were represented in the  1913 Buffa1;\
_ékhibition. Through Johnston he would also become familiar with the
Group 6f Seven's interpretation of the hanadién /landscapelloo
Haukaness became the first art instruc£or at {he Alberta Provincial
Institute of Technology and Art in Calgary in 1‘26,'and thus became a
)link>between the»roots of the Group of Seven and'the‘art ;cene in
Alberta in the late 1920s.10]

In conclusion, the Group did not become cohesive “without
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difficulty, for the long tradition of European interpretation of the
landscape created a.barrier'to acceptance of new ideas from Canadian
artists who felt the wilderness must be  painted in an expressive
st}]e. MacDonald and Harris must be credited with conveying their
enthusiasm and knoQ]edge of the 1913 Scandinavign exhibition to their
fe]iow artists. This exhibitién was a Eource of expressive
interpretation of .théir owﬁ northern landscape. The resulting
paintings, culminated in the Group of Seven exhibition of 1920, had
several characteristic features which became recognizable as their
typical landscape style. Among these, acqo%ﬁing to Nasgaard, were tHe
emphiasis on thick application of paint, the rendering in bright strong
colours, the broad undulating rhythmic delineation of foreground, the-
emphasis of’a mid-zone that extended into the distant background, the“
“exclusion of parti$ular deéai], and the use of such wilderness motifé.}
as twisted pines, rugged bou]dérs: golden autumn scenery and somewhat
stark winter 1and‘scapes.1‘02 With very few exceptions, these
.stressed the wunspoiled northern regions uninhabited by man,‘ and
. therefore excluded the humqn figure. Mood and intensity of uight were
important, reflecting the Scandinavian Symbolist influences, a]though
the more inteﬁse colours used by the Cénadians would have been derived
from -the Post Iﬁpressiohists and:,Fauves. The Group landscapes
ref]ec%ed their trips to northern Ontario, while later works resulted
from the travel by members,vpartiéuiarly Jackson, to the West and the
Afctic, which represéntedﬁpew Qi]dérness areas to be discovered and
paintéd. While the memberg accepted teaching positfonsvin the early

1920s, most of them continued to paint in the style now becoming
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recognized throughout Canadas This recognition was enhanced and
intensified by their role as art instructors to students who attehded
the Ontario College of Art, particularly thosé from Alberta who had no
organized instructioh until Haukaness in 1926‘began art c]asses“af the
Provincial Institute of Technology and Art in Calgary. Through
Johnston and then Haukaness, the West had f{rst hand knowledge of thé%‘
Group of Seven landscape interpretation in the‘ 1920s.  Although
primarily an Eastern art movement, the influence %f this group of
pafnters spread to otéer parts of Canada in various ways. The next
chapter will investigate the extent to wqich landscape painters of

Alberta were affected by the Group of Seven and how this came to pass.

’
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Chapter II

THE FIRST THREE DECADES

4

The A]berta 1andscape has been a source of 1nspirat§on for
'art1sts since the m1dd1e of - the 19th century Although the f1rst
.'artgsts may have been more 1nterested in document1ng and recording the
'western landscape than conveylng emotional react1ons to its vast
spaces, it ts to them that we are indebted for the f1rst v1sua1'
impressions of th1s province. ‘ The arrival of the ra11way not only
opened up the country to exp]orat1on and sett]ement but also made the
rich p1ctor1a1 sources of mounta1nsJand prairies available to painters
interested in exp]or1ng the art1st1c poss1b111t1es of th1s new, 1and _
The resu]t1ng monumental works, comm1ss1oned by the ra1]way in 1885c
Aand 1ntended pr1mar11y for an eastern Canad1an audience, concentrated
mostly. on the grandeur of the Rocky Mountains rather than on the less
. dramat1c pra1r1es W1th the complet]on of the ra11ways and the
consequent 1nf]ux of settlers at the beginning of the present century,i
;?berta deve]oped a stab}e popu]at1on and rap1d1y expand1ng urban
centres. Now the Tlandscape was 1nterpreted by new residents, some of
whom had received tra1n1ng in Europe or -in the 1arger North American
cities. A]though the maJor1ty of them were untra1ned amateurs, and
therefore not bound by art1st1c convent1onsf many of the pa1nters of
-thls new prov1nce attémpted to 1nterpret the landscape as fa1thfu11y

as possible; By the th1rd decade of the 20th century the Alberta

public Was'.becom1ng aware of - the eastern Canadian art scene,

B s
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now’ dohinatéd by the Group of Seven. Information “about this
.pfevai1ing'sty1e of art wés conveyéd through exhibitions sponsored by
the University .of A]befta,' museum groups, art organizations, énd
thEPS‘ fnfefested in public art education. The acceptance of the
Canaaian-inspired style of'fhe‘Group of Seven, with its emphasis oh,
thel nationalistic interpretation of the 1and,; in turn. inspired
awareheSs ofithe variations in the‘A1berta.]angscape. By the end of
the 1920s, a new generation of artists jn fheﬂprovince was conscious
of the importance of art training. Students such as Marion Mackay
{Nicoll) (1909-1985) and Gwen Hutton (Lamont) (b. 1909) from Calgary,
Annora Brown (bﬂ 1899) from Fort Macleod, and Euphemia McNaught (b.
© . 1901) from_the Peace River, studied in the late 1920§ at the Ontario
College of Art in Toronto.2 Others such as Maxwell Bates (1906-1980),
Harry Hunt (1888-1970), and Wil]iam Stevenson (1905-1966) took
1nstruﬁtdon at the Provincial Institute of Technology and Art in
Cé}gary; originaliy..under' the diréction, of 'Norwegian trained Lars
Haukaneés. | ‘ | & -
‘Alberta's two b1érgest cflies, Edmonton and Calgary, have
‘remained the th .areas -of focus on art. activity in the province.l
'Other~ centres guch‘ as Banff, Medicfne Hat, Lethb%idge and Grande
'Pragkielhaye Had stages of artistic energy at vafious periods in the
fi?ét half of the century. For ease ofﬁcdnsideration, such areas as
Edmonton and Grande Prairie will be designated as the nqrtﬁern Alberta
fegioﬁ and- Calgary, the centres ovaanff, Mediciné Hat, and Lethbridge

will be referred to as the southern Alberta area. Although both the

northern = and southern regions had some art activities and
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organizations throughout the early years, ‘the southern region
developed structured courses in art at ‘thé Calgary Provincial
»Institute of Techno]ogy and ‘Art at an earlier period than the northerﬁ”
region which did hot establish a Fine Arts department af the
University of Alberta in Edmonton until 1946. Therefdre;xﬂfor
purposes of convenience, the southern region wi]]ybe dealt wifﬁ'?$¥st;
after which the northern region's artistic“deve]opment//Will be
considered. _ C o ‘ ‘
| The completion of the railway to Alberta in 1885 meant that
travé]]ens could make the trfp to Alberta and réturn to eastern Canada
in»one suﬁmer. William Van‘ﬂprhe, president of the Canadian Pacific
bRa%1Way and“ép:intekested aif co11ector, attempted not on]y\t@ foster
_ his railway ISUSfﬁess but also to promdte ~the West, comm1é§ioning
‘ ~well-known Canadian ﬁrtists to paint the Rocky Mountains. Thek}é§u1§
WaSjthat in the last part of thév19fh century prbfessiona] painters
spent summers. in the Wesﬁ' depictihgﬁ'the' grandeur’ of the Rockies.
“B;Eause‘most of the artists involved were either British—traihed'or
ihf]yenced, their interbretatibns followed the precepts. of English
19fh cenEUry romantic pdiﬁéing which emphasized the aesthetic concepts-
of Gi]pin' and,yBurke. ‘Céqsequeht1y, ~their compositions included
referenceé: to Gilpin's Pithresque in their visual effects:, i.e..
rougﬁness -of 'textpre, irregularity, - and variatibn_ in. asbe;ts‘aof
mountain'1andscape as well as interplay of ligﬁt and shade; Burkian
theofies on the SJb]imé and _the Beaufifu1 werel }eflected in  thelb'
artists' attempts to portray the awe-inspiriﬁg vasfneés of the

Canadian Rockies in their c'anvases,2



) o L 0

Lucius 0'Brien (1?3253899)& an inf]uentigl member of the Royal
Cana&ian Academy, was ipstrume;tal in ikckeasing' the awareness of
Canadians for their codntry's p6tenfia1Q Like othér aftists of his
time, O'Brien was eager to acqept the C.P.R. commissions to paint the
West, but it was not until his second trip‘in 1887 that the artist

discovered the Rocky Mountains around Banff. One of his letters

written to a Toronto friend and ,later published in The Globe,

describes his reaction to this part of the country and contrasts his

'reactidns to the Selkirks in a trip he made the previous summer:

The aspect and sentiment of ghe scenery is as different
from the stern majesty of the Selkirks as it is possibde to
conceive. The mountains are as high, but the valley is
wider, and they stand off to be admired instead of towering
over one's head. There is no want of grandeur, butihone is
filled with a sense of beauty rather. than of awe.

O'Brieq's pairting, ref]ecfing his interpretation of the eXpansivé
valleys and distant mountains ]oning in the background, has a clarity
that 'is appropriate to the A]bértalandscape.4 |

Marmaduke Matthews (1837-1913), British trained painter who
spent sevéra] summers in the 188051 painting the scenery along the

railway in the West, rendered his watercolours in a céfefu]]y painted,

somewhat romantic style. The contrast of his carefully built-up

foregrounds and the. more translucent shapes of mountains in the -

backgrounds gives further emphasis to the 19th century romant ic
_conventions of landscape interpretation with concentratibn on the

power and beauty of nature as revea]%d in the mountain 1andscapé.5 -

F.M. Bell-Smith (1846-1923), also British trained, made numerous
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t}ips west, the first one "in 1887. His paintings o%mtge Rockies are
reminiscent of the soft fomgﬁtic mpodsuof‘éﬁe Eng1ish landscape, yet
he is successful in portraying the solidity of the mountains and the
effect of light on them.b | |

Thomas "Mower Martin (1838-1934), relatively se1f. taught, -was
included in the seconq railway painting trip to’theIWest in 1887. - His
paintings are comprised of carefully arranged forms, progressing
easily from fokeground to background mountains and‘sky.b In b?th his
oils and waterco]our§, Martin conveys the power and grandeur of the

Rocky Mountain 1andscape.7

P
1Y

It ﬁmUS; be 'noted that these eer]y profession$1' artists who
' visited.the West were commissioned by the Canédian Pacific Railway to
paint works that could be Aused by “he railway for purposes of'
advéﬁfising or for the encouragemeht of settlement in westerm Canada.
Many of the aktists\ made sévera] trips to the 'wéét but none was
interested in settling there. As Render indicates, their paintings
were the first to popularize the region, rathé;'ihan simply recqfding
Git. Therefore, this wbrk stimulated an apprectation and interest in
this new part of Canada.8
Alberta in the early 1880s was still ver. sparsely populated.
Cé]gary, a hamlet of 75 ’peopTe, rapidly became established as an
”ﬁhbortaﬁt centre once the rai1Qay arrived in 1883.9 'Calgary's first

newspaper, the Calgary Herald, began publication in_ 1883, and has

récorded the activities and events of that city down to the present

day.]0 [t is not surprising that. few settlers placed the painting

of 'their new environment as a high“briority in the last part of the



19th century. and the first decade of the 20th Some of the *more
aff]uent wou]d have pa1nt1ngs in their hqpes but the maaor]ty of such
works would heve been Ebropean in style and inspiration, and therefore
more valued than any»Qorrvdepicting a barren western'1andscape, which
had no precedent Jim Niebll‘(b. 1892) refers to the first decade of
‘this century as being unproduct1ve as far as art in the schools was
concerned, and he emphasizes the absence of - any public galleries in
Caigary. He;refers to fhe Edwardian co]le;tions 0( the more wealthy
Calgarians, but at the same time indicates that not ﬁ;ﬁy of the city's
populace ever saw such co]]ections.]] |

The only place that early Calgary artists cgu]d display their
work 1}\the first decade of the century was the Ca]gerykAgricu]turalv
Exhibition, which had been he1d mere or less annually since 1886. 12
The exhibition of 1909 had a fine arts exhibition which included
priies for both original and copy work in the 1andscape section.]3‘
The -same exhibition did have ‘a display opraintings of both European
| and Canadian artists.. It is to the credit of the‘ethbitiqn board
that it considered an exhibition of this calibre important to.bring
to Calgary. It is also a credit to both the cify's newspapers, the
Herald Ind the Albertan, that they made a concerted effort to make
Calgarians aware of the opportunity presented °to them. A]tﬁough the
Hague school was well rebreseﬁtedlin fhe exhibition, Canadian artists
of stature were also iecluded, such as %rymher, Clarence Gagnon
(1881-1942) and Bell- Sm1th Titles of theéﬂorks are unknewn, but ite
is poss1b1e that there may have eveﬁ‘been .views of Alberta's Rock1esv

among Bell-Smith's paintings. Certain]y the'reportev/not only refers



to the artists included, but also encourages the public to view the

"splendid paintings,"]4 Do Ty

The first 8fficial. Calgary Stampede in 1912 featured an

exhjbition of the . paintings . of the American cowboy artist, Charles
. ] .

'Russe11 (1884-1926). The reviewer comments that this is a

"magnificent exhibition" and remarks on Russell's - "fine

tec‘:lvmf’liquea.""15

Art supervisor, E. Brooker, may be credited with reCognizinglthe
value of fostering art education in the Calgary public schools and
persuading a Mr. Chisholm of Crossfield to Tlend his "valuable
collection” of paintings which included works by Lord Leighton

(1830-1896). Brooker's stag@ment concerning the interest in art in

Calgary reflects hisq CONGE "Art is comparatively rare  in this
west. The interest isygl '1{ﬁed within a comparative]y‘ small

circ]e."]6

The school éxhibition may have been the impetus needed for the
formation of the Arts Association of Calgary later in 1911. The
.city-owned‘newly opened Cafnegie Lﬁbrary and_a local high school were
.offered as meeting places and studios for the new association.17 A
Calgary cftizen, Mrs. Roland Winter, appear; to héve‘been a driving
force behind the Ca]gary Art Association with ifs ambitious p]ans for
encouraging art in a new city. Short term proposals inc]uped the’
plans for classes in pa;nting, both .0i1 and watercolours, drawing, and
china painting, formation of sketching groups to encourage artists to
fdepict the city and‘its surroundings, and setting up loan exhibitions

consisting of locally owned original works(of art. Long term plans



_included the estab]ishment of a city museum and . art ga]]ery,,and to

+

that end a yearly purchase of the work of "an artist of repute" for

the purpose of sett1ng up a permanent art co]]ect1on 18

The Art Assoc1at1on appears to have set up an amb1t1ous program -

G

1n its f1rst year, with lectures and papers be1ng g1ven at . monthly
meet1ngs, and art. c]asses being held afternoons and even1ngs in the
" public 1ibrary. Plans were set up for ho1d1ng the-c1ty s~f1rst public

art d1sp1ay with a show of¢- the pa1nt1ngs and paste]s of a Canadian

' art1st Mary Ritter Hamilton (1873 1954). 19 While the exhibition,

_ )
he]d late in 1912 appears. to have been primarily of eastern Canadian
| and European v1ews, a few works did dep1ct Morley and its Ind1an as
subJects, thus 1nd1cat1ng 'the artist's interest in some aspects of the

A]berta scene. 20 After an act1ve first year the Art Association's

J%nthus1asm must have dec11ned for there is no reterence to its

N

act1v1t1es in e1ther c1ty newspaper dur1ng the ent1re year of 1913 or
into ear1y 1914. However, it may have been a cata]yst for other city
art act?hjties._b | | |

\~The ‘wonends Canadian..élub of. Ca]gary seems to have been

interested in cu]tura] as we]ﬂ as commun1ty affa1rs in the early part

of the century, for it sponsored a 1ecture on 'the state of the arts in’
Canada.v Margaret Fairbairn, on the ed1tor1a1 -staff of the Toronto"v

§tar, spoke to a Calgaryqaud1ence, and emphasized theupotentwah;for“

v growth in the arts:‘

Canada is a vast'new country. . . . It requ1res time for .
le to apalgamate. . . . Some artists hay de§%1oped
“thete are sure to be more.ZV %ﬁ%

&
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Qh&]e her speech reflected the prevailing interest in the Dutch'schéol
nfj1andscape paintfng; and neferred to HomenIWatson as being 1n the
"very front rank,ﬂ she did include Bell-Smith andACullen in her list
of - important artistsl/

Mount‘nga1 Co]]ege}npened in Calgary in 1911, and while it was
touted as a further -educatiohal sance “for the arts, i£ did not
include the visual arts for some time. Although the stated intentions
to make the college "national in scope" and “one of the assets of cify |
and prov1nce" would 1nd1cate a strong 1nterest in educat1ona1 top1cs,
the "arts" seems to have been confined almost ent1re1y to that of
musie.22 It is of 1nterest to note the predom1nantupart “that mus1e
‘played in ehe,cu1tura1;interest of Ca]gary'fn the first three decades
of the century.. This predominance is clearly 'reflected in the’
qnantﬁty of space devoted to nmsical activities in both the city's
daily newspapers.. The visual arts were reported usually very briefly;
and consigned to the women's pagé, reinforcing the pioneef attitude
that paintings were of interest to women to a nuch,greater'degree than_‘
to men;u' | w | v

A]berta's Rocky Mounta1ns and foothills cont1nued to attract
profess1ona1 art1sts in the ear]y part of the. century An Amer1can
'; pa}nter, Leonard Davis (1864- 1938) had an exhibition of his pafntings

'of-nis7énmmer's trip “to the Rockies fn 1917. 'Sponsored by'the Calgary
branch of the»Canadien Ajpine C]ub, tne‘eXhibitionbwas reviewed in

g]owing_terms_by‘appity newspaper reporter:

-

This exhibition cannot, fail to.bring home to the viewer the
immense value ... .-of this magnificent asset 1ying at our

<

=
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very doors. Each - picture is filled with sympathy and-
understanding, “with excellent expression of color effect
purity of atmosphere and sublime grandeur. 23
While the reporter is uncr1t1ca1 ‘and - effusive, it may be stated that
~Davis not on]y exh1b1ted his work but also gave a pub11c lecture in
~ which he stressed the 1mportance of ch11dren studying -art, ‘and
’emphas1zed the way a c1ty or commun1ty expressed 1ts concerns for the

arts through 1ts _museums and its works of art. 24

Davis, like many.
other artist$~who visfted Aiperta in the early part of the century,
_concentrated on :thew scenery lof* the mountains. cHe recognized the
artistic possibilities of .the: prairie _1andscape; and ‘eonveyed the
‘fee1ing'of the immenSity of sky and prairie wheat field in a work’of

-~

1918.25 .

It fs %%portant. at this point to examjhev‘the early artistic
activities of the northern‘aree of Alberta, 1nv9]v1ng mafn]y Edmonton,
~during the first decades of 1%5- existence. As‘%in ‘Calgary, the
hardship of pioneer life p]aced‘ the estab]%sment of' the arts in a-
‘somewhat secondary posibﬁon However, ‘the interest in crafts was
. acknowledged as eqx]y as 1879 when the f1rst agr1cu1tura1 exh1b1t1on

had a sect1on for women and pr1zes were given for hand1crafts 26

The Edmon_on Bu]]et1n, «the” §1rst newspaper to be pub11shed

Alberta, beé%n?:1n 1880 report1ng 1oca1 activities of the area.27
There are br1ef accounts of® fa]] fairs in the last two decades of the

19th century with little or no reference to any type .of .art or craft
. Ty

e
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being exhibited. However; the 1899 exhibition had‘definite Quidé]ines}:
set’ down, and these included the “arts becoming part of the
e*hibitions 28 - In- fact, 1n the f1rst ~decade of the 20th century
rﬁthere are records of pr1zes be1ng g1ven for waterco]our and 011
pa1nt1ng, draw1ng, and pa1nt1ng on ch1na 29 |

A co]]ect1on which wou]d not be seen by any except Edmonton 'S

elite was evgdent]y owned by John McDouga11 Cand” while there s ho

~indication as to the eﬁﬁ@hﬁg&—

T REN

artistic know]edge and 1nteré§t by individuals -in Edmonton in the
30 , o ' .y

i

the col1ect1on, it does imply a certa1n

early years of this century
_Encouragement for the fine arts was fostared by the "magnifﬁcent,i

art ga]]ery"‘installed in the new‘manufacturerfsbbui]dfng,at the ]9T3vv

Y Edmonton Exhibition.’ The Edmonton ‘Bulletin reporter _expresseéﬁ“

‘sat1sfact1on w1th the exh1b1t and the fact that the _“kea1' estate ™
fever and the mad rush for gold" has not "overshadowed the.loye of

~fine arts" in the ,cjty.31 ‘The Edmonton Journa] reporter expresses

'approval df the "splendid 1loan of‘p1ctures but 1s_critical~of the
iighting';ueed for the. exhibit.32 The ‘works that seemed to attract
the attentidn-bf' both writers_abpeared to be British paintings With :
their atmoephere.and use of eo1our, |
The: credit\ for suggesting the summer exhibit of 60 _paintfngs‘
appears ‘dhe :to Dr. .Henry Marsha11v Tory of the new University ’Of
- Alberta who designated a Professor James Adam to make 'the necessary
arrangements with the Exhibition board.33 o |
The first art organization appears to have_been founded in late

1914, by Ralph ‘Hedley, artVSUpervisOr in'thetpublic schools, and'a
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'number of school'teachers whO‘"fejttgﬁe'need of instruction” and also’
felt the need to further theirlknowTedge of art history. . Courses in
‘art .instruction given: at one of the city schools were attended not
only by about 70 teachers, but a]so others who were interested. 34
The assoc1at1on appears to have been active, for a 1915 exh1b1t1on in
awc1ty schoo] 1nc1uded pa1nt1ngs in oils and watercolours, by 1oca1
ar:;sts and. by c1ty school students.; 35 A 1918 Art Assoc1at10n
exh1b1t1on he]d in MacKay Avenue School 1s referred to as 1nc1ud1ng
art from eastern Canada and the Un1ted States, as well as the local
: schoo] exhibition of arts and crafts Reported to be a "great
1mprovement and advance over the two prev1ous exh1b1t1ons," this show
is recorded as having the works of two art1sts who were actlve in '
Edmonton art c1rc1es for an extended 1ength of time. - William
Johnstone (d.jT927) “had’ a stud1o in the city and is referred to as
being in the "profess1onai ¢lass. "3/ F]orencegMortﬁmer (]885—1959);
who had studied‘at an art;schoo1 in Bath,”Engiand, lived in the ﬁeate
| RiVer"region and was %nc]uded in  this :3§hibition Later \she
A |

contr1buted as an art teacher in Edmonton after she moved to the c'ty

in the 19205 38
After the Group of Seven off1c1a11y were formed and held the1r |
'tirst..exh1b1t10n 1n‘ 1920, they. c1rcu1ated, their work in displays
throughout the countgy. It,js"evfdentjthat Professor Adam was’awareh
of the GroUp's work‘ -and: with 'the .sponsorship'fof the University'»
women s Club, was successfu] in br\ng1ng an exh1b1t10n to Edmonton in
.v192]. Convocat1on ;Ha11. at the University was ava11ab1e for the

display of paintings which featured.landscapes by the Group’ offSeven-
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. and work by other Canadian artists. Professor Adam encouraged the

Edmonton' puoiic ‘to compare the Group works to those paintings
' representing the estabiished mode - of Canadian art, represented in
»European inspired works loaned by City collectors. 39 The reports of.’
’the exhibition indicate a favourab]e attitude toward the Group, with
speCiai reference made to their use of colour. The- Edmonton pubiic

.would have an opportunity to: see in MacDona]d s Leaves in the Brook,

fi919,' (McMichael Canadian Coiiection) “the very v1v1dness of which
.gives a feeling of freshness and. spontaneity characteristic of"}
‘:Canadian' scenery."40' Works by Jackson, -Lismer and Thomson aisoﬁ
l'”received.'Favourab]e comments, although the report does not go into
' ‘these works in any depth. t

A further indication of.the'intereSt and support generated by.
the_éxhibition naS“evident when the Edmonton Art Association included
the ,same works in their exhibition later in the month. Adain. the
reference to~the.Group paintings is fayourab]e:

A group of seven Toronto painters have 1oaned a fine lot of

paintings for the occasion .% .+ In addition .. . is a

- set of wood. clit blocks by -Mr. Phillips of Winnipeg, who has

been a pioneer in the revival of this work in Canada. 4]

By 1523, an exhihition of paintings by the Group of Seven; again
in Convocation Haii;.provoked more thoughtfui comments by a writer in
The.Traii. John-T._Jones,'ProfeSSOr.ot'Engiish, comments\With insight-
into the importance of this new style of Canadian art:

Now when the spectator looked at the more conventional

pictures, they seemed a 1ittle flatter than before, and the
impreSSionistic paintings pu]ied him with a strong tug.
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. 'Whether he liked them or not, he felt that in these
were freedom, strength, freshness. Some de11ghted othersa
disgusted him; but all made h1m think. :

Ce . Thinking people applaud the 1mpressionist movement 1in
:Canadian painting, . for -so- long as Canadidh painting °
remained imitative it remained lifeless. We are the heirs
of a long tradition of beauty in Canadian art, but- it is
not our beauty; we can admire it and be 1nf1uenced by it,
. but we cannot create it. We may get the colour and the
form, but not the living spirit, for the simple reason that
our sp1r1t_. . . cannot be the spirit of other lands and -
 other times. . . . Canadians have wanted a national
art. ... . Canadian art is alive. . . . We must not be
afraid of it; we must give it a chahce.ﬂZ o

While the Edmonton Art Assoc1at1on had served the community and
the: city schoo]s as an dnspiration and exh1b1t1ng medium, thgie
Aappeared a need for a more t1ght]yv'organ12ed group for thh
professional and amateur arists. The. aims ahd‘ﬁpurpdse» df i?%e
Edmonton Art Club, formed in 1921, were_aombrised»of,three main darts;
devé]opingl a greater’ appreciation of thé fine’_arts; ,eleVatihg the
lTevel of Tlocal artistic effort, and hO]ding‘exhibitionS of original
k.43 Criticism of membéhs;' work by a group of fe]]ow artists
-'becamé an important aspect of the1r meet1ngs, g]v1hg the, ma1n]y
aﬁateUr Members some construct1ve; although usua11y not too criticat;
direction.44_ | | ”

The first exhibition of the Cﬁub's.‘work_'in 1922 was ‘fair1y
typicaI of théJahnual exhibitions ,of the 1920s. ‘Held in the Board of

D
Trade rooms,v in the Macleod 8ui]d1ng; club members"attempted' to |
1nterest the pub11c in their wor< and the f1ne arts Local store
owners~appear to have been inter ‘ed in encouragtng'the‘artists by

allowing them to display their p- =~ -~gs in the store windowa as an



advertisement for the exhibition. While there are no examples of the
first ‘works ‘avai1ab1e, vthe newSpéper reviewer appears somewhat
critfcal; commentino' on. ﬁthe _great  deal of work before 2 certain
crudity is e]iminatéd." .Thé~subjéCts of the paintings.by such members
25 Wiljfam Johnstone; Dr. H,E; Bulyea (1873—1976), and Robert Campbell
(1884s1967) would indicate‘intenést inAdeoicting Jocal 1and§capes.45
The Art Club invited 1ecturéns to their members' meetings, one
of whom was a Rev. J. McCartney Wilson of Calgary. .The report of his
illectune 1nd1cates he was respected .as an:autnonity on the topic of
‘,modénn art and his remo;ks show ‘a defindte bias that is reported
w1thout comment by the reviewer. ‘While McCartney Wilson does not
refer to the Group of Seven, he does indicate his preJud1ces regarding
_most 20th century styles. He refers to “the terrible experiments that
will not 1iye'é*cept to:aséure us_that there is no road that way along.
which- art may~develop and the present tendency is to refurn\po a more
vevén : ba]énce."‘ His rimarks ~ appear _to_/ have been occepted'

" wholeheartedly by club memEETS‘and reporters.46 '

‘It 1s 1mportant to note the genu1ne interesf ano concern shown
.by Edmonton Art Club members when proposa]s %or the estab11shment of a
,Evc1ty museum of arts were d1scussed. Their Jo1n1ng with members of thé
Art Association and the Edmonton HistoricaT Society into resoarching
“the possibi]itiés'r35u1tedAin the‘inCOrponation of the EdmontontMuseum'
'oF.Ants jn']924,,ﬁ?th‘ité~firsf location the‘Eomonton Pobiic Library
(now oeotroyed).47 ‘The executive committee of the board of the new

74

" Museum appears to'have' been favourably inclined ward_ the Group of
‘1sit1ng the city

Seven, for they entertained Varley who was
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professiona]1y.48‘ A newspaper article indicated that museum members
welcomed Varley's explaining the aims of the Group as "not looking to

older schools of art" and citing:

-

countries such as Scandinavia and Canada, where preceden%

had not tied .the outlook of its students, and where the
- realization of the th1ng seen could set forth in a new way

that could be convincing by its sincerity. 49 ‘

The Museum'§ curator, Mrs. Maude Bowhan, is credited with
'encouraging 1mbortant aotistic activities and developing awareness of
noted gal]er1es and art organ1zat1ons, in Canada as well as in  the
_ United States. She felt it important to travel to major centres to
arrange for exh1b1t1ons for the museum, and keep current of artistic
trends.>0 | |

The Group of Seven works were an important part of the Edmonton
Museum of Art ethbitions throughoot the 19205 " Some of the reviews
1nd1cate a certain amount of art1st1c awareness, others‘ show 1e55
";know1edge of an artlst S purpose, but almost all expréss admiration
for this now firm]y established group of painters. During the deoade,
the National Gallery 1na0ttawavgenerousiy loaned works to the muéeum
"in Edmonton, as well aS{to other galleries throughout Canada. Annual
_exhibitions, usuai]y included National Gallery loans of Group
paintings, and tocal co]]ectors generously made their ho1dfngs of the

now estab11shed group of painters ava11ab]e to the public. 51 A
review of the 1927 exh1b11409 1\\the public 11brary refers. to L1smer S

works as hav1ng "a decided charm," while the woodcuts by W.d. Ph1111ps'

(1884 1963) are descr1bed as possess1ng "exquisite co]our1ng w52
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Howevér, there appear to have been some who did not accept the
art of the Group of Seven as wholeheartedly. A 1926 lecture by
Edmonton Art Club member Gordon Sinclair (1889-1980) at a club'meeting'
would indicaté,"he had serious reservations., He referred to the
" stunt value' of their work," and felt that the Group ariists would
yeturn to the Jéss rer]utionary forhs of art." He did state that
"the business methods and scientific salesmanship of the Group of
Seven were wé]T wérthy the emu]ation.of the Art Club." The minutes of

1

the meeting* indicate a certain acceptance by the Edmonton Art Club
nembers. >3 - _
On ghé othér hand, another Art Club member, Major. F.H. Norbury
r(1871-1965), wa@’somewhat more - favourably inclined toward the Group,
as indicéted in his review of: the Museum's 1928 exhibition in its new
quékters in the Civic Block. 'He does emphasize the visual as well as
the.numErica1rdomination of the Group wofks in the show, and although
he does not specify, he indicates "the influence of the Group s
plainly observable in a vnumber- of pictures not by them." He also
disp]ayé a certain knowledge and understanding ofbthe basic aspects of
the Group style:

Let it be clearly understood .that -these productions involve

nothing whatever of ignorance or incompetence; they are all

the deliberate actions of artists who wunderstood the

technique of their art, the use and blending of colour, the

drawing of form, the composition of parts and the ability,

more or less successful, .to express themselves by material
means. ' ' '

His descfiption of Harris' Afternoon Sun, 1924, (National Gallery of

Canada), is thoughtful and observant.
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. The effect is given of a dazzling splash of sunlight
across a bay that is margined by hills and has a wooded
jsland in it. The colour schemé necessary to arrive at
this brillance of light and the subduing of any unnecessary
detail in the 1landscape reveals a masterly knowledge and
reserve of power. In every way it must be regarded as a
success: it has beauty, colour and the joy of life.. . -

Jackson is a favorite. Norbury refers to his "colour contyésts and
combinations," his "largeness of mass and simp]icity of expression."
Norbury does criticize some of the Group's landscapes for being "much

cut up into outlined patches. that are unrestful and fussy."

The same exhibition was reviewed in the Edmonton Bu11¢tin with a

slightly more critica1,attitude‘toward the Group:

The work of the Group of Seven is undoubtedly the most
“interesting, if not wholly conceded to be the most
~ beautiful exhibit shown.od

Y

However, the reyiewer does point out some aspects of the works
that are pleasing, referring to Jackson "ét his best with a flare of"

colour," to Harris' loan of his genius for 1light and shade in

Afternoon Sun, Lake Superior, and to Lismer's "stfange colour
combinations." |

Mrs. Eric Brown, wife of Canada's National Gallery director,
Spoke in the>city in 1927. She commended the Museum.of Arts for the’
“fine collecting undertaken and for the valuable permanént collection
~being amassed "6 |
| The Museum did begin to establish a permanent collection éoon

after its incorporation. Its first painting, Welsh Hills by the 19th

century artist. Robert Gallon was presented by the Fine Arts
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Commission, Local Council of Women, and displays traditional realism
in the soft ‘European landscape sty1e.57 The Edmonton Art Club's
donation to the. collection was the Alban Cartmell (1871-1957)

painting, Prairie Trails. While traditional in style and somewhat

indecisive in the distant views of the scene, Cartmell has caught some
of the chill of an Alberta winter in his 1andscapé.58 Myﬁeum
pdrchases of works .pyv such Alberta-based painters as Carl Rﬁagius
(18694]959),‘and purchases and dohations of Group of Seven paintings,
as  well asl works by W.J. Phillips, resulted in the permanent
collection being comprised of some solid and valuable works by the end
of the 1920s.%9

" Calgary rééeiVed ‘the benefit of Professor Adams' foresight in
1ntroducing the new Group of Seven paintings to Alherta in 1921, for

the Calgary Local Council of Women's group spon<”-ec¢ the works that

had been shown in Convocation Hall in Edmonton. The exhibit, held in1¢¢;~

*

the public Tlibrary, was reviewed prior to the opening of e o

A

exhibition, and prepared the public for this new style of art they
weré to view.v The reports from both of the city‘s newspapers are well
written, and fairly scholarly. The reviewér .in. the Herald explains

some of the aims of the Group:

Those familiar with the Royal Canadian Academy and the
Ontario Society of Artists will recognize in.these works a
new and vigorous conception of landscape art strangely out
of harmony with academic ideas. ‘ :

. . . The Group of Seven seeks to break from such
traditions. They claim that climate and atmosphere give a
distinctive quality .-to the Canadian landscape and that
these must be expressed in-a distinctive way.60
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Jecksdn is quoted as a spokesman for the Group,fn a later edition of

the same newspaper:

Al

We felt that there was . a rich field for 16ndscape‘motive§

in the north country and . . . treated our subjects with

the freedom of the ‘decorative designer just'aqrthe~5wedes

had done. - We tried to emphasize colour, line, and pattern

even if need be at the sacrifice of atmospheric

qualities.6l
The National Gallery of Canada coﬁtributed tb public education and
awareness by generoys long-term loans of its collections. It is tb

1Y

the credit of the Calgary Women's Canadian Club that it fiilled a void
left by the Ca1§ary Art Association and in 1922 spensored a year=long
exhibition of primarily Canadian and British art 1loaned by the
National: Ga]]ery No doubt because of the 1ength of the show's
duration, 1k was not feasible to include any Group works in this
exh1b1t1on. Aga1n the news reporter fulfilled the role of not1fy1ng

the pub11c of an educational opportunity by emphasiz1ng the 1mportance

of viewing the paintings, stress1ng the chance to Fstudy Sng of bhe
11.6 ":': o

finest works of art of wh1ch our Dominion is in possess1on

1

also a sponsor for more important shows, such as xhe ]926“Joa_34,

ork;

W

Sists and sub}ects ”

pictures from the Metropol1tan Museum of Art in New

review by L.M. Winter reveals a knowledge of both a

that is moﬁe sophisticated than the average newspape o
§ e

1920s. While all the pa1nt1ngs appear to have - qgen ﬁrad1t1ona1 zin o

subject and style, the review ‘and  the exh1b1t1on (W@U]d hHVe been .

¥ o
tgf; ¥



valuable in an educational as well as an artistic sense for
Ca]garians.53

The Royal Canadian Academwséloan of paintings in 1926 brought the
Group of Seven again' to the attentjon of Calgary and southernf
‘Alberta. As before, L.M. Winter reviews the exhibition, but this time
. in a somewhat less scholarly manner. She refer's to the Group of Seven
as a "gallant bénd of Canadian painters who have 1ab6ured valiant]y
and suc;essfu]]y to1 bring- forward the wonderful characterl of their
country." She desgribes the‘works as having "suggestibn and power not
observable in any other landscape with‘@hjch we are familiar." Her
references to "marvellous scenic effécts," "remarkabie virility," and
"alluring painting"” tend to be sbmewhat éffusive. C]early, Mrs.
Winter felt Tess it ease with the Group style than she did with the

64

]

more traditional works.' 7 .

The founding of the Calgary Ar? Club in 1922 ré-affi}meﬁ a more
serious purpose py the city's artists to "promote interest in all
branches of art."03 -Throughougkthg %9205 the., Art C]Qb undertook to
promofe exhibitions as Qel] as\gyvgaas many opportunities ag poss?ble
for its artists to raise the standards of their own work.

The Rocky Mountains- continued go “attract professionali artists
who were offen sponsored by the Calgary Art Club or encouraged by
attendance of Club mémbers at exhibitions and visiting artists’
lectures. Among such visiting artists was Norwegian-trained Lars
Haukaness, whose summer in the mountains produced "“fine paintings”of
the Canadian Rockies"’ and resulted in a Ca]gary - exhibition in

1926.66 It'wou]d be fair ta conc]ude that Art Club members saw this

.

2



'exhibit{on fo~ _when Haukaness was appointed a malf-time instructor at
the Alberta Provincta] Institute of Technology. and Art that fatl“'they

not on]y w1shed to have him as teacher for an even1ng c]ass but “also

guaranteed him a certain number of students.8’ Haukaness, 1n fact
4

became the head of a revived art department at the Inst1tute, wh1ch

. -t

did. have a nuc]eus of an art department for one year after it opened

in 1916. Courses for art - teachers were re- estab]1shed in 1921, bvt
' B

not as a separate department, and it was not unt11‘1927 that Haukanessk,
was invited to set up “an. art department on a fu11-t1mev'basis}68
'Haukanesi wast'in . charge, of the@mlnstttute's'hregular' two-year
,day-classes tn art instruction .with courses‘in'ot] and Waterco1our,?
pa1nt1ng, drawing, des1gn, and commerc1a] art That the enro]]ment of
full-time students rose from two in the fLrst term to 13 in the second

term 15 an indication that) an art department in a recogn1zed

Tinstitution was .filling a‘ineed in a city ‘that® was becoming. more
.appreciative of the visual arts.69 L'- N

N Haukaness must be recogn1zed as .a pos1t1ve 1nf1uence on h1se
students. . His’ awareness of the European avant- garde was probab]y
-fostered tproughthis friend and teacher,~Chr1st1an Krogh{“for his own
style'had tharacteristicsiof Impressjoﬁﬁsm‘aslwell as naturattsm. The
years that he'spent‘dn’Chicago,land a later visit in'1927;'must‘have
been stimuﬁating, for there,isv]itt1e'doubt that it was through his

o

enoounagement' that his evening students, Maxwell Bates and William
Stevenson, saw the Posﬁvlmpress1on1sm exh1b1t1on at the Art Inst1tute‘
of Chicago.in 1929.70

. Calgary saw-the formation of'another_art-re]ated group with the -
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‘ ! .
orggnization of a WOmen's Arts and Crafts Club in>T@27. The first

speaker, Mrs. Eric Brown, was highly publicized in .both city

newspapers Her presentation, 'accompani{g_gh“-,1dntern slides of

- European and Canad1an pa1nters, fnc]udéd(fi;?ﬁartists as Jackson and

Thomson, whose works by now were known to/ Calgary audiences. She
expressed the v1ew that the abundance of art1st1c ta]ent 1n Canada
on]y needed encouragement to a1d in tits deve]opment op 1ater talk

to school pupils stressed aspects of the Group of Seven style:

The 'vastness ruggedness, and clear atmosphere- found
throughout thistcountry demanded a new techn1%ue to express
it. This exp1a1ned the phases of the new-art.

The new Ca]gary Museum, ‘established n 1928, settled jnto .

73

quarters in the Commercial ngh Schoo1 Bu11d1ng An indication of

the acceptance of the Group ot Seven in Calgary at th1s point in time
was the fact that for the. off1c1a1 open1ng of the Museum there was an
»exh1b1t1on.of Group pa1nt1ngs. Haukaness, head_of the art‘department,
at the Institute, implied| the  still prevailing opposition to the
Group, but he clearly pointed out that the Scandinavian artistsfhad

~influenced the Group of Sejen.

v :
These artists . . /.” are in spirit in opposition to the
influence prevai]ing in the work of other Canadian artists .-
prior to the group's inception. Some of the group were
greatly influenced by 4n exhibition of Scandinavian art
shown in Buffalo 4h 1913. Modern movements: such as those
influenced by Cezanne and Matisse are shown in -their work

o SN , :

The style they represent is expressive of the modernist
movement; and the artists have experienced in many ways a
reception similar to ¢&hat accqrded the 'pioneers 1in the
modernistic school. - But whether¢art cr1t1cs agree on their

R T 7
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appreciation of this work it is ceﬁ€a1n they portray a true
spirit of the Canadian"scene in a*way which has not been

doné before.’4 o 4 J

Haukaness' statements are interesting in that they”Were‘made by an

art1st thoroughly fam111ar w1th Scand1nav1an art, who was a friend of

Johnston and clearly sympathet1c to the 1ntent of the Group of
Seven. ¥21 he was able to see that their use of colour had & strong
aff1n1ty to- the br1111ant\hues that were typ1ca1nof the Fauves, and
espec1a11y in the art of Mat1sse

By 1930, Ca]gary co]]ectors were inc]dding paintings by the

Group of Seven 1n their purchases and the Ca]gary pub]lc had an

: Opportunnty to see these and work by other Canadian art]sts in an

exhibition in Penley's Academy. The hope of eventually establishing

an art gallery with such works was one indication that this concept -
. e . .

was still important to Calgarians. The reviewer of this exhibition,

‘referring to the GroUp, emphasizes the fact that "no Canadian exhibit

) wou1d be without -this Origina] and virile gr0up." The writer mentions

"a typ1ca1 Jackson product f111ed with de11ghtfu1 surpr1ses in co]our
notes;", and refers“ ~to vHarr1s "chamﬁﬁ&erist1c d1rectness of

expression,"  and éMaCDonaldﬂs "hjgh]y deve]oped sénse of design,"

If]ear1y, the writer shows some'tami1jarity and  understanding of the

Qn

Group by the end of the decade 75

It is clea that by the end of the 19205, both the northern and-

- southern regiong of -Alberta did have more dtrect know]edge, of the

paintings by the 'Group of Seven, a1thoughv persona1 contact with

*individual memb rs of the Group of Seven had- not been estab11shed in
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p1te of the fact that they came to the Rocky Mounta1ns to pa1nt
Dur1ng the years 1924 to 1930 Jackson, L1smer Harr1s, and MacDona]d
sketched and painted in the Rockies at one t1me or another. Jacksonu
and Lismer did not become enthus1ast1c about: th1s part of A]berta, but
Harris and MacDona]d spent severa1 summers 1nterpret1ng the mounta1ns‘5
1n _their -own style. S1nce they v1s1ted both Banff -and .Jasper at
" various t1mes, the two reg1ons w111 be cons1dered as one:unit, for-.
purposes of c]ar}ty. Jackson had v1s1ted the Jasper area in 1914.and
again in 19?4, but conc]uded' that(-”mountaine'bhered not in his .

i

11ne "76 Varley v1s1ted A]berta . jn 1924 to patnt‘ severa1
portraits. Apparent]y he d1d not palnt the Rock1es, a]though he may'
have - visited- Banff ‘br1ef1y 77 Of the Group, it was MacDona]d and,
Harris that appeared to be drawh to the mounta1ns, for both returnedi
- for serera] years L1smer made one tr1p to the Rock1es, spend1ng partj,
of thersummer of51928.athora1ne Lake and:Lake,O'Hara. A]though he!

felt‘the power,of the mountainfscenery,vhe nae not_fascinated by 1tg

78 ' L

and d1d not return
. MacDona]d S f1rst v151t in 1924 was the beg1nn1ng of a deep~-‘
affect1on for the Rock1es that 1ncreased w1th each v1s1t over the nextf:f

seven summers : The peace and Joy that he fe]t 1n th1s magn1f1cent

env1ronment were ref]ected in his pa1nt1ngs However, “asi Duval po1nts. ;

out, MacDonald found he had to adJust h1s palette aﬁd stx]e‘ of -

paint1ng when he pa1nted in the,mounta1ns.

| e .
Forms, . atmosphere, colour” MWege’ all new, and a source of
constant syrprise to. himi . . & it was the new colours
that 1ntr1gued MacDonald from the beg1nn1ng 79

"
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Rain in the;ﬂountains, c. 1924, (Art Gallery of Hamilton) ref]écts'.

| D] ] ; -
Macdonald's fpalette Of soft. greens, pinks, blues . and flat palnt

~application. This work sets the tone for all h1s mounta1n work. His

spatial d1v151onsi of - the foreground, a lake in mid- zone, and

b mountain background are'C1ear and a1moSt britt1e" The title is a]most

Bt

A 3
*i‘jl conveys the monumenta11ty and\powEr of his subject.80

" That MacDona]d cont1nued to use soft tones of Purbles, p1nks,]i

mauves, b]ues and soft greens in his mounta1n pa1nt1ngs is apparent in

\

negated by the tota] st111ness of the pa1nt1ng, yet’ the art1st c]ear]y

- hls 1ater work of the. 19205 In Lake O Hara- Late Afternoon 1928 h1s‘

»

_,smooth techntgue,r and lack of deta11 1n his def1n1tTon of tower1ng

mounta1ns in® the background w1th the 1ake and trees in the foregroundf

ref]ects the artist's vision of the Rock1es 81

“K Un11ke - Jackson, - Harris found the 1924 trip to Jasper

st1muﬂat1ng His" work Maligne Lake, Jasper Park, 1924; (National

Ga]]ery'of Canada) is commented"on by Nasgaard: ‘

iHarr1s chad already 1laid the foundations for a severely
‘reductive .and abstracted style .in his paintings from the e
-north shoré? of Lake Superior, which he d1scovered in 1921

. In Maligne Lake, Jasper Park he has gone even further
H1n stripping the subJect matter of a sense of its locale
-and its material texture. The mountain subJect matter has .
-been reduced to a series of simplified angular Planes, -

. perfectly mirrored in the water of the lake, and
“transformed - into flattened triangles centred on a
horizontal axis,” and interpenetrating and interlocking
‘;across a . vertical .axis runn1ng down the centre of, the
‘painting.82 '

R

. Harris' long-term jnterest in theosophy, already mentioned, by Adamson,

‘comes t fruition and is reflected in his Rocky Mountain works. He'

&
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credits the artist's increasing absorptton 1n‘inte]]ectua];mystictsm
' ’ (3] v

to his Jjoining the Toronto lodge of the International Theosophical

Socjety.. An article which reveals much of Harris' phi]osophy of

'un1versa1 ‘truths and which in turn exp1a1ns aspects of his -reduction

t of sty]e 1n the ]9205 was pub}1shed in the Canad1an Theosoph1st In

it HarrTs refers to "the new v1s1on coming 1nto art in Canada," "the'
c]ear, rep]en1sh1ng virgin north " and "the cleah psych1c atmosphere
of Canada. He indicates that the artist who is aware and has “the

need tb' express him or herse1f not only understands the Canadian

hs.‘North but is better equ1pped to 1nterpret it to others.’ He enlarges

'ion the effect th1s qua11ty of awareness-can have:

Py

. When he .has become one with the spirit, to create
1iving -works in their own right, by using forms, . colour,
rhythms and moods, to make a harmonious home for -the.
1maginat1ve_'andv-spiritua1 meanings ‘it has evoked in him.
Thus the North will give him a different outlook from men
" in other lands. - It gives him a difference in emphasis from
the bodily- effect of the very coolness and clarity of the -
air, the feel of .soil .and rocks, the rhythms of its hills
;and the roll of -its valleys, from its clear skies, great
-watersl‘ endless 1ittle lakes, streams and forests, from
snows and shorizons of swift silver. These move into a
"man's whole nature and evolve a - growing, ..1iving - response
that melts 'his personal barriers, intensifies his
- awareness, and projects his vision through appearances to
_the underlying ' hidden -reality. This in. time, in and
through- many men creates a persisting, cumu]at1ng mood - that -
s pervades a land, co]our1ng the 1life of its peop]e and.
increasing with every response to those ‘people. It s - .
.._ca11ed the spirit of a people. Spirit, I suppose, because .
it is felt but not seen.. In reality it is_ the form1ng,.
se]f created emotional body of those peop]e 83

Harris Rocky Mounta1n 1andscapes indicate' that his"attitude

A ‘}
wRE

toward the North and to the mounta1ns would be very s1m11ar f'In the
same - art1c1e he expresses h1s opt1m1sm for the growth and creat1ve T

[t :
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energyv which the relatively isolated and untouched areas of the

country can generate:

. If we seek first the growing immense zest of this
country and continent we W111 find our own soul and our own
un1que gift for men.

. 0. For zest is ever new add charges all things w1th new
meaning. It clears the eyes of the.smudge of old darkness,
cleanses the soul and makes of fa1th a m1ghty generator.

If such ‘is our fa1th we w111 find contact with the creative.
spirit that- ageless, we will come to understand -the
golden ages of the world rightly, as a forever present
.reality, because we will have touched the source of their
glory.” Then we will seek to communicate "at the summit of .-
the soul," where we have seen, however faintly, an
inexpressible, familiar majesty, and here and now, through-
the arts, create a culture worthy the spirit .in man.84 :

Adamson's reference to the place thatdmountains have’in romantic

, _iconography, that of being the "po1nt of earth]y contact w1th the

celestia] sphere" and representat1ve of sp1r1tua1 he1ghts appears to

have been 1nf1uent1a] for Harr1s" mountain landscapes. 85 "His'
reduCtive ~and abstract style begunv in his paintings of the 5Lake 
Superior Tlandscape was carr1ed even further in those of the Rock1es

Certainly Lake and. Mounta1ns, 1927-28 (Art Ga]]ery of Ontar1o) (F1g

‘]2), 1s a stark and haunt1ng Wwork , more 5¥ the mind than of . the |
_phys1ca1 world. 86 The tmounta1n forms have _become scu]ptura1 and. -
’a1most complete1y'.inaccessib]e by the placement' of strange' rounded
1and forms that act as barr1ers. : the cioud‘ form has co]d rays of
'11ght that @ccentuate the sense’ of sub11me space - that pervades the

| "work, and is typ1ca1 of mut of » Harr1s' work of the 1920 S.

Wh11e 1t ‘may 'e g%ued ‘that the sculptural forms;

.

- P . . . T P
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supernatyra1 light found in Harris® paintﬁngs of the Rockieé may have
A : béen~1’n(s‘p}1"red by'His Theophi’concerns and interest in rﬁysticism, it
~hseéms,‘va11df to suggest that the subject of mountains and their
1né¢céssjb111ty may have beeA partially inspired by the exhibition in
"BUffalb ‘more than a decade before. The frozen landscapes of the
~Scaﬁdinév1an paintehs with their stern, cold, and somewhat mystical
atﬁégpﬁére' could have been influential on Harris' feaction to the

fv Rocky Mounfafns>in the~1§2@s{' ‘
 There ‘ié 1ittie. é;cond of  Harri$ jor MacDonald having much
contact lwith A]bertans;_in their summers in fhe ~mountains, although
"yndoubtéd1y there\wby]d havé.been a cértafn_amount. ‘Thére wefe other
;artists who éketcheﬁ’iin Banff in the Suhmers thb did,- in fact,
_estabTish summer;hpmeé theré. Carl Rungius, trained'ih art schools in
Jeéﬁmany,’bécame~an-avid painﬁer:of both the Rocky Mouhtajns ahd thé )
.animé]s thaf inhabited them. From 1921 on, he made'Bénff his base in.
'tﬁe-summer and'fall;.ahd,.in his broadly painted mountain views, he

87 Belmore - quwne

caught the power"and grandeur of ‘the Rockies.
., (1880-1954), an American artist who was also an explorer, became

ﬁnterésted in the Rockies, and, in.1921, also sgtt]éd in- Banff. His '~

)

paintings tend to be more realistic and factuéljthan those'of Rungius,
th hig‘ﬂ%eeling for the mountains, a]thbﬁgh, restrained, is clearly
recorded.88 Peter Whyte (1905-1966), native Banff artist, who was
'fat one time Browne's pubi]; refers t§ the American artist as "having a
'.'c1ear: viSion;"89 It is certain that. whyte _khew J;EfH. MacDQnald,.
var he makes; reference to his habit of coming‘ to ‘Banff éboufl the

.Sg;ond week , of September, and describes 'him"as having honesty, -
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sincerity, and a sense of humour.go

Calgarians had brief contact with MacDonald, although it was
only in the form'of.a request for a talk on art to the Women's Arts‘
and Crafts Club, which the artist was not. able to fulfill. No doubt
| MacDonald would havefbeenfa Wi11ihg lecturer ;o this organjzatibn if
his schedule had permitted.’] | |

There were a few. Aiberta 4art'astudenfs who 'had a more direct
contact wjth sohe df'the‘Group’of’Seven members. - In ]925'fhere'wgs no
fu]]etime art program offered in’ Calgary; .therefbre Gwen ‘Hatfoh
_(Lamont), a'Ca1gary student, went to study af the‘OntariO_COT]ege of
‘Art VUnder Group members Lismer, MacDonald, and (briefly) _Varley.‘
Other Alberta students who attended the 0.C.A. in the latter part of
the T9ZQs were Annera Brohn (from Fort Macleod), Euphemia"McNaught
(froT; the Peace River area), and Marion MacKay (Nicoll) (from
Calgary). A‘Sa§katchewan artist who became an important part of the
Ca]gafy art scene 1in the 1940s, #111ingworth Kerr (b. 1905), also
attended the Ontario College of Art in the 1920s. Although they saw’
Group.’work in Toronto galleries, and heard the individual artists
:'speak of their own work, they insist that they were encouraged to work
in their own style, not that of their teacﬁers; Harr1s seems to%?gye

o

been a_fascinating speaker to some selected students who were picked

3

by Lismer and MacDonald to be entertained in Harris'studio. Harris'
philosophical arguments appear to have been particular]y interesting,

~if somewhat of an enigma to the students 92 If thgg@roup style was

“not consc1ous]y taught at the Ontario Co]]ege of {yﬁ

have been unconsc1ous1y absorbed to some extent bf?the students. It
. ‘("’ N
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may be argued that the public acceptance of the Group}oijeven style,
the exposure to their work in galleries and exhibitions, as well as
the attitude of the instruetors themselves were an influence on the
students who attended the co]]ege 93 Lismerdis referred to as being

an enthus1ast1c art teacher, w1th self confidence and d1rect teaching

methods and_ 1deas.94 He 1is ~regarded‘ as having had the greatest

impact on his students.’? ‘In this'context, the flowing design, the

f

«1arge areas of intense flat colour, and the lack of specific details
did become part of McNaught's painting style, although not dominating
h‘1t ent1re1y 96 Kerr found it difficult to use the landscape concept

. he had absorbed in Toronto - when he returned to the prairies and

i

‘attempted to paint them v

In 1927. 1 returned to paint the prairies believing that
something special awaited me. Since the Group of Seven had
passed up the. prairies I thought someone should do.
-something about it. ~The mistake was in taking to the

. prairies only the equipment to deal with concrete form.
~The 'problem of space was not to be dealt with -in terms of
pattern. ' . . . A straight horizon line pinching back to
infinity became a dom1nat1ng tyrant 97

Brown appears to have been stimulated to 1eok “at  her prairie

- environment by recalling the teachings‘df’L1Smer:

Nearer to us were the members of the Group of Seven with
their grasp of strength, vastness, and clarity of
atmosphere. But they were painters of foreground. All
that met our eyes was d1stance We had our own problems to
solve. Arthur Lismer had felt the lack of foreground in

. the sketches made by the Westerners at the college and had
said, "If a fifty dollar bill- was lying at your feet, you
Westerners would not see 1t You would be too busy. 1ooking
at the distance. "98. . k ,
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In 1929, Brown and McNaught -were both hired by Mount Royal College,
which had set up courses in fine arts subjects in the 1920s. However,
Brown's experiences »with the students inyo]ved 1n__such classes
indicate that creativity was not always of the highest priority:

I arrived filled with ambition and all the high ideals of -

my training. Imbued with admiration for the strong

colours, living lines, and bold patterns of the Group of

Seven, I scorned the prettiness and the weakness of so much

of the painting of the day. My zeal and my ignorance were

almost equally balanced.99
She goes on to tell of her experiences, endeavouring to inspiré
students, too timid artistically, to do much but paint on china or
~ copy other artistsf paintings. |

Lars Haukaness‘continued to be head of the art department at the
Institute until his death in 1929.190  Hired to take his place was
A.C. Léightqn (1901-1965), who studied at an art school in Hastings,
England, ahd,‘ in thez_]QZQs,*fwas employed by ‘the Canadian Pacific
Railway to paint. scenic views along the railway route throughdut
Canada. His meétfng"with Leohard Richmond - (b. 1883-?), Aqnothér
English aftist who was also engaged by the Cénadian Pacific, and their
consequent painting‘trips 1h the Rockies in the summer of 1925, may
haQe stimulated Leighton's interesf jﬁ that part of Alberta.101  He
made é second trip to Canada in 1927, and after ‘a summer of sketching
in the mountains, had exhibitions at tHe Banff Sp;jngs Hotel and later
on at the Calgary Pub]ic Library."ln the local neWspaper réferencé 15
made to hisv"fine drawing, colouring, and fine etchfng qué]ity.?loz

'Dr; Carpenter, head of the Provincial Institute of Technoiogy'
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and Art, required an "art instructbr after Haukaness' unforseen
death.m3 .Upon his arrivdl to take over. his post in 1929, Leighton
expressed a "positive ﬁaith in the future of Calgary and Canada from a
cultural viéwpoint."]o4 Carpenter was also optimistic:
With Mr. Leighton at the head of its art department, the
Institute believes that it can contribute in a large way
toward reducing the lack of appreciation for the fine arts

that is apparent among the greater mass of people in the
West.105 | v . 7

Leighton appears to have impressed the writer in the Calgary Herald

for the English artist is referred to as "an individualist butl not
l}adical .+ . shows the skiT], the ihaginative quality and the fine
~sense of c61our of the master a.rftist.‘_']o'6 Leighton appears to have
had some professional contacts with Alberta artfsts at an early stage
in his Alberta visits, for Ro1and,Gissing (1895-1967) 1is mentfoned as
his assistant in the 1927_hangihg and showing of Leighton's paintings
at thev public 1ibrary.]07 Referring . to Gissing as “the cowboy
artist" who "had made wonderful progress in the last few years," this
reporf indicatés.thgt he had been 1n§pired by the paintings of Leonard
Richmond.].08 It is plausible that this connection with Richmond may
vhave.been the initial link between Leighton and Gissing.-

In the preceding paragraphsq it has been made ciear that the
artistic growth in the two main areas of Alberta was comparétive]y
slight in the early years of the province's history. The agricultural
‘exhibition boards in both Calgary and'Edmonton:supported to the arfs
and crafts, both in competition and‘iﬁ(the sbénsoring of exhibitions.'

-Throughout the early decades the newépapefs of both cities reviewed
L ' '



. major events in the visual arts. The estab11shment of- aariy Martg

assoc1at1ons and their consequent exh1b1t1ons made the puHﬁ1c 0*more ﬂ

ey

aware of an interest in the arts. Credit mDQfL\also be given to -, -,

individuals such as Professor James Adam and to the womep's groups, -
n's g o

sponsoring exhibitions of the Group of Seven throughout the 1926§@33

Art clubs set up in .both cities in the 1920s appear to have been
conscientious;in their efforts to study and improve artistic standards
bf members' ‘york, and to become aware of new. trends in painting,
including the one advocated by the Group of Seven. While ’Group

members sketched extensively in the Rockies, there is little evidence

that they had a great deal of personal, contact With Alberta artists,

except through their ‘paintings as they were exhibited by the new
~museums” in both cities. Establishing an art department in the
Provinciél Institute of Techno]ogy and" Art in Calgary meant that
Alberta students now had an opportunity to obtain professional art
instructfon in their own province rather than havfng to attend -such

distant institutions as the Ontario College of Art.

Royal Canadian Academy exhibitions presented paintings that were_

principally traditional, and it was here that the continuation of

British landscape. tradition was recognizable. Not only was this

Y

vinf]uence felt in exhibitions but it also was found in the acceptance-

~of work of visiting artists who were often British trained. Hence the

English 1andscape convent1ons continued to be- a cons1derab1e 1nf1uence
on the prngrily yntra1ned Alberta amateur painter, who perhaps felt
less intimidated by the traditonal naturalistic sty]e.

-

~ There _ is ,sUfficient evidence' to conc]ude‘vthat Albertans

/3

B
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;vgradually accepted the Group of Sevenqthroughout“he 1920s. This may

have been due partly to their pub11c exposure, to- the favorable
Cj,

Journa11st1c rev1ews, fgr to the1r dﬁopt1on of -a distinct strong

nationalistic theme. However, notW1thstand1ng their acceptance, few
local artists‘japthe 1920's appear to have been w1111ng to experiment

~in the s#me manner, and this may have been partially influenced by the
} ‘ . : e '
‘lack of understanding of the late 19th century Scandinaviaf®and modern

French influences that were underlying the GrOup "t;emes, The
drmf]uence of Lars Haukaness, who was aware of modern artistic trends
and sympathetic toward the asp1rat1ons of the Group of Seven, was cut
short by his untimely death in 1929. Therefore when the English
]andscape pa1nter, A.C. ‘Leighton,‘ became head of thei,Institute in
Ca]gary iy ‘tPe ‘late 1920s, his forceful personality and strong

-

. . o
.conv1c_t1ons~'s'e;;uz a precedent for an emphasis on British landscape

Py

traditions .into’ the 1930s. In 1935, H.G. Glyde (b. 1906) also from
A s v .

E%§1ahd“‘joined the staff at the Institute. The following year, Glyde

' ,succeeded Le1ghton as head. He was to become a catalyst in Alberta

-

4

P

y
Yandscape pa1nt1ng, .H.nd_ &omb1ne aspects of English landscape

1nterpreﬂﬂt1on w1th that of the Group of Seven.
Se gl

A

,“ff(, N1th an estab11shed art institution, well trained instructors,

L

anﬁ¥a cons1derab1e exposure to current artistic trends, the 1930s were

to become a st1mu1at1ng era in A]berta art, part1cu1ar1y through the

o nmpact of the new]y formed prov1nc1a1 art organization, the Alherta

Socwety of Art1sts Further, young local artists such -as Euphemia

McNaught Mar1on MacKay,' Annora Brown and Gwen"Hutton retUrned to

Alberta from the1r studies at the Ontar1o College of Art and extended

-



L IR
'/,:.’thé"ifr-“'i‘nf1ue'nce on their fellow arti sts during the, fo]lowing decades.

»
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the c]ar1ty dnd cargful dépjction of forms. typlcal of this art1sths

“work-. A]] ‘works reﬁ%?red to are owned by the Edmonton* Art " Gallery.

60 p of Seven P1ctures W111 be Shown in Ca1gary;" Ca]garx

¢
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61 "Group of .Seven Pictures Will be Shown in L1brary, Ca]ganx

. Herald,,. Apr11 -20, 1921, p. 14, co] 6.

62 "Canad1an C]ub Pictures on Exh1b1t1on,“ Ca]gary Hera]d

Feb. ]8 1922 P. 18 co] 4,

63 L M. W1nter "wonderfu1 Art Exhibit Shown at fa1gary Fa1r,"

Calgary Herald, July 17, 1926, p. 15, col. 3.  L.M. Winter (Mrs.

background in art. She shows knowledge ofthe different scho11?
stic

‘ .painting, of artists and their styles, and of the 1mportant sty

‘aspects of the works she discusses.

64 L M w1nter *“LoaniExh1b1t1on From Roya] Canad1an Academy,.vuui'f
Calgany Herald, Nov. 19, 1926 p 23 ~col. 4. : ‘ , :

. 65 '“Art Club is Fbrmed Here," Calgary Hera]d Jan 14, 1922;
P 20 col. 1. . : , : o

o

66 <“Norweg1an Art1st Gives Fine Exh1b1t " Calga_z»Hera]d 0ct; -
22, 1926, p. 26, col. 4. Information ggsfers Haukaness, “his career in

Norway and Chicago, and’ his .teaching eXferience at the Winnipeg School

f Art and at the Provincial Instituge of Technology and Art .in
Calgary is .available in Helen Collinson, "éars Haukaness Art1st and
Instructor," pp. 11- ]9 4

(Edmonton: Alberta Cudture, Oct. 1984), AR re?eﬂs to Harry Hunt,

president of _the then} Calgary Art Club _promisi, r. Carpenter,

Principal of Ye Institute that thesArt C]ub would "gu tee Haukaness
twg]ve students if he would hire the Norweg1an aFt1St as 1nstructor

L .

68 SJmon, pp. 153- 154,
69 1Ibid., p. 154.

, 70 coliinson, ﬁLars Haukaness Artist. and Instrussor", p. 11.
Collinson refers to. Haukaness's <enthusiasm for the pos#bilities of

~developing-a 'ful] f]edged art schoo]' in Calgary.

L 4

71 .“Mrs. ‘Brown = Makes Story ah Enthra]1ing One," FCa]gorx 3
‘Herald, Oct. 8, '1927,‘p 15, c01;% R S

»

A]bertan, 'Oct. 13, 1927, p 6, col. 5.

s

73 nCalgary's Museum at Last Taken to Permanent Home," Ca]gar&

A]bertan, Jan. 10 1928, P. 2, co] 3.

74 "Canad1an Sp1r1t Expressed by Toronto Group of Seven,
«LLalgary Albertan, Dec. 10, 1928, p. 6, -col. 1.

67+ "The Ca]gary Sketeﬁ Cl“b "o Visual’ Arts Newsletter

. Roland- Winter) 1nd1cates by -her. style of writing that she has had some )

72 -wMps, Eric Brown Charms Hearers in Art Lecture," Calgary

1}

»
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#1)? pp. 8, 9.

- 78 "Examples of Canadian Art to Be Seen at Guest Tea," Calgary
Albertan, Jan. 27, 1930, p 6, col. 1. 4
' , Several women's organ1zat1ons were 1nvo1ved: in this

exhibit -
Q;zn'A Y. Jackson, "Recollections "on My Seventieth B1rthday,"
‘Canadian Art, Spring 1953, pp- 95-99.

-

~. -
77 varley, F.H. Varley, p. 74. ]
78 McLeish, p. 109, ‘
- 79 puval, pt.i14,3. 7 ‘1 - : ' . '
o o L ;K_ . B : - . |
80 Ibid., Illustration p. 160. . [

i
A

81" J.E.H.. MacDonald, Lake O'Hara = Late Afternoon, . 1928,

¢ L R

.1?%¥(ggg1ecttoﬁ of Peter and Cather1ne Whyte Fbundat1on, Banft).

82" Nasgaard p. 191.

83 Lawren Harris, "Reve]at1on of Art 1n Canada, The Canad]an -

'Theosogh1st Ju]y 15, 1926, p. 86.... & .
g . .
/ a

+84 Ib1d , pp. 87-88.. * p

85 Adamson,'p. 179.

86 Ibid., IHustratmn #153.

o 844 orne Rendgr, An Artist's V1ew of Nature, Carl RUngius,
(Edmonton: Prov1nc1a Museum "and Archives. of A]berta,» PubTication

A pa1nt1ng that iilustrates Ryngius’ feeiing for the

: Rock1es as Lake O'Hara, n.d. (coliection of Peter and Catherine Whyte,

v

B )
Y

Banff). Heére the artist's use of cool colours and strong,” broadly
pa1g}£d areas echoes the sp1r1t of the mounta1ns )
~ 88 Render, Mounta1ns, pp. 171-176. S v
’ " Brown's ~Bow Glacier, 1928, (collection .of Peter and -

" Catherine Whyte, BanF?),Jhas sure technique, firm brushstrokes;fand a

rea]1st1ca]1y portrayed v1ew of co]d ‘blue sky above whgte snow qapped
,peaks ~ ,

- 89 A Commemorative Portfolio, Cathakine Robb  Whyte, Peter
Whyte, Selected. .and Annotated by *Uon Whyte (Banff:  The Whyte «
‘Foundation, 1980), p. 46.  Peter Whyte, & natlwe of Banff, tra1ned at
the. Museum School, Boston, in the .1920s, as dvd his wife, CatharTne.

. They .-resided " in Banff and cont1nued to pa1nt the- Rock1es for the :

remainder of their lives. ‘ , : ‘ S

\W ! . . - - . . . / . . . v R
. : ., !
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90 Ibid., p. 50.

91 wJottings From the Art Circle," Calgary Herald, Sept. 17,
1927, p. 18, col.. 5. This co]umn, in ‘a separate part of the
newspaper, and not on the women's page, indicates more importance
being placed on the art scene in the city. Perhaps the establishment
of an art department at the Institute would have had some influence.

92.,Isabe1 Perry, Euphemia McNaught, P1oneer Artist of the
Peace (Isabel 'Perry and the Beaverlodge and District Historical

Assoc1at1on 1982),‘p '35

;93 I111_gworth Kerr F1fty Years a Pa1nter, (Calgary: Alberta

Co]]ege oﬂ‘Krt 1873), N pag. ' ‘

& . Etcetera, (Toronto New Service), rch, 1931, p. 37,
reproduces Kerr's painting Windswept -Pines at georg_an Bay (n.d.).
This work: has dfistinctly Group of Seven influences in the w1ndswept
tree mot1T and the broad rpythmic application of paint.

@3#%ﬁ%cLe1sh p 100
"y

&8

Q5, Annora Brown ' Sketches From Life, (Edmonton: ‘Hurtig
Pub]1sh £4td., 1981), p. 97. .
g Ontario College of “Art Prospectus for 1928-29 and

1929~ 30¢§pf1r to‘McNauﬁht H‘tton? and Brown as students.

B 96ﬁ&Perry, p. 70. ‘ h v
11,1 ¢ ~McNaught's painting -of 1927, St. Mark's Church, Appleton,
707 ﬁas the broad, bold areas of colour, the luminous, radiating
s x rem1n1scent of Harris' mountain paintings. Since the works were
h1b1ted in the Ontario ga]]erles, she could have seen them and thus

5% been influenced. Her work of 1979, Wapiti River (p. 99) has the
:fy Rai scape. treatment and decordtive' tree in the right foreground

e o Sr MY 1y reminiscent of Lismer's style. (There is no reference as to

»

oy co]oured rhythmic. sweep of 1andscape contours

ugs?“19 Tﬁ“?rdf‘these,works)- | -

, Mk 1T11ggworth Kerr (ta]gary A]berta Co]lege of Art, 1973),
N.pag , .

Kerrls Strawstacks, March Thaw, 1934 (Ca]gary G]enbow
Museum), shows definite Group influence in the- broadly pa1nted bright

[

98 Brown, SketcHes, p. 155.
Les]1e Graff also states ‘that the Group of Seven members,
1nc1udfng Jackson, did not come to terms with the Alberta landscape, .
particularly in dealing with the foreground of the pra1r1e (Personal
1nterv1ew with. Leslie Graff, Jan. 21, 1985). . Lo

<

( 99 Brown, Sketches, p. Jog. -

L3



100 - S1mon © 154, :
Colin S MacDonald, A Dictionary of Canadian Artwstsﬁ I,
pp. 390-391. Both notations refer to Haukaness' Héath n September,
1929, | ,

101 wAptist to Lecture-in Library This Week," Calgary Albertan,

Sept. 16, 1925, p. 6, col. 6.
"Landscapes Must ‘Have Emotional Appeal or Fail," Calgary
Albertan, Sept. 17, T925, p. 0, col. 1. Leonard Richmond gave two

public 1ectures in conjunction - w1th his exhibition of mountain.

~ paintings’in the pub11c library. _
i‘& + Roger :Boulet, A.C. Lefghtbn, , (Edmonton: = Edmonton Art
allery, 1981% 8. Jhe writer refers to Leighton's sketch1ng with '

Richmond in the Rockies near Banff in the summer of 1925.
it
102 wNoted Br1t1sh Artist in City," Caﬂg§t1>A1bertan, Sept. 26,
1927, p. 6, col. 1.. "
"Art Exhibition will be Held A1l Week," Calgary Herald,
Oct. 5, 1927, p- 18, col. 4. ‘ . ' ‘

103 Doug]as Motter, "R.L. Harvey, Restrospective Notes,"

(Highlights, June 1951), p. 2.
104 "A.C. Leighton, Famous Artist, Arrives Here to ‘Join Staff

at Tech," Calgary Hegald, Nov. 30, 1929, p. 22, col. 7.

105 »a.c. Leighton Honoured  at Reception Tuesday," Calgary
nga}d, Dec. 12, 1929;vp.~13, col. 4. .

»106 ‘Ibid.

107 “Jott1ngs From the Art C1rc1e," Calgary Herald, Sept. 17,
/ﬁ927, p. 18, col. 5. Gissing was a self-taught artjst -wha held h1s
. .first one-man show in Calgary in 1929, (MacDona]d Dictionary of
Canadian Artists) - II, pp. 278-279. ' :

B

+

108 "Jottings From the ‘Art Circle," Ca]gary Hera]d Sept. 17;
1927, p. 18 col. 5. m
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‘exhibitions in yarious centres in Alberta for the ;purpose of

Chapter III

(s

THE THIRTIES AND THE FORTIES . V!

Although it appears that a great deal of the impetus for the

formation of the Alberta Society of Artists originated with A.C.

- Leighton there were other factors and personalities involved. The

Edmonton Art Club had shewn interest in exchanging visits and -
organizing exhibitions which included artists from the Calgary Art

Club. A union of provincial artists was considered by the Edmonton

1~

members. Especially the idea of a provinciar‘arganfzation had been
6™ . s

) L . . - ¥
a long-time 1nteresfg%f Maude Bowman, curator of the Edmonton Museum
‘6?_ Arts.? However, it 1is. Leighton who is credited with being the

< moving spirit of founding The Alberta Society of Artists in 1931.3

Therbjects of the A.S.A., as set out in i s, included the
A . o ‘ - .

¥

fostering and promoting "the deﬁglopment of all the arts through
. . B . &

son By, od o 5
LN P

displaying work done within the province, encouraging youhgeéigrtists

by the ordanization of groups for them within the society, and,
extab]ishing.permanenf art ga]]erieg in the province."4 A cata]ogue/

of the first exhibitfon held initially at the Ca]gary'Exhibifion and
Stampede and later at the ,Edhonton Exhibition, 1ndi¢ates that the
artists 1n§o1ved 15 thié first show of the new society were a few o
long-time _members-.of the Edmpnton"Art C]ubakandﬁ some .estab1isﬁed,, ,
artj§t§ from Calgary and»SOuthéEn A]berta.s' The titles of fhe works:
Shown Afndicafé that the zﬂajdr1£y~ of tpé paintings‘ were ]andscépeé, )

3 .
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6 Dan Campbell gives an account of the

many depicting A]berta views.
selection of works for the Society's first major exh1b1t1on Thel
National Gallery of Canada offered to supply adjudicators for vthe
first annual exhibttion of the Alberta Society of Artists, to be heidf~
in Catgary in December;‘1931. w.J._Phiilips of Winnipeg, and Char]ei_
H,-Scott (i886—1964) of Vancouver; along with A.C. Leighton, acted ae
the se1eetion committee to recommend” works to be shown at the’annuall
~exhibition at the National Gallery. | At the same tim‘, a]17_arttst§
whose paintings were so se]ected wou1d} thus qualify for a550ciate
memhership in the society.7' In the same(artic1e Cambbe]] notes the
imﬁortance of the. official trecognitton of the National Gallery, and
jts affiliation with the British;RoyaT Aeademx. _Obvious]y helsees the
society's acting as a prqyincial gauge for the setting of ‘centain
artistic standards- of menoere' work.8’ It should be noted that
Campbell's _artic]e Stres;es the significance of the British Nart
connectionsx to the prospective A]berta Society of Art1sts,
1mportance no. doubt fostered by A.C. Le1ghton, himself a member of the
RoyaT Soc1ety of Br1t1sh Artists. There is no reference made here to
the Group of Seven, an 1mportant influence in Canslian art.

The fjrst annua] exh1b1t1on of the A]berta Society of Art1sts,
held in the Hudson's .Bay store in Ca1gary in December, 193], was
regarded as an- 1mportant cu]tura] devélopment 'fbk Alberta. iDr.“
Carpenter, in h]S Open1ng address for the exh1b1t1on, out]1ned what he

RN

’-considered to be the 1mportant aims of the " Soc1etyx ,~#

' encouragement of art1st1c talent throughout the prov1nce,;¢he‘v |
! Low ,a ! W vy ‘
adgud1cat1on for the art1st1c growth of members work angd?
v‘-q "’..‘ p’:”“" . ‘* | | : “h" . . gp .

. o .
8 . . - . ;.
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'“organ1zat1ona1 capacity. With its leader, A.C. Leighton, Carpenter

“assistance' given to art clubs throughout the province in an .

3‘fe1t ‘that " the new society would provide valuable impetue and’
9 \ .

1nsp1rat1on to Alberta's artists.
Under Le1ghton s direction, a short-lived monthiy assjgnmentw
the purpose of which appears to have been to raise the artist#

standards of ‘the society members, was implemented, but it seems it

have been dropped shortly after.-]0 - e

TheVAJS.A. p]ayed'an important role in the fir of 1f§“
existence g§ beginning a system whereby members contributed paintings
toward exhibitions td be sent to various centres of rural Alberta.
Through the, Un1vers1ty of Alberta Department of Extension, a Carnegie

Foundat1oﬁ%grant was obtained for the purpose of extending throughout
L} a”

the ruraL communities of Alberta 'an. opportunity for greater
. apprec1at1on of music, art and drama. 4 Alberta Society of Artists!
headguarters were in Calgary, and thus Lhe collection for the rural

vcentres in southern Alberta qu made at the Institute of Technology

.

and Art under Leighton's, d1rect1on Leighton is referred to as saying

that "the, ‘pictures co]]ected in this way ,may form a basis for an ~

annual exh1b1t1on put on by the A]berta Soc1ety of Art1sts nll

The Soc1ety s publication Artometer begun March 1933, and

' cont1nued +for three 1§sues It - was an ettempt to creq;e more
] L

,f‘commun1cat1on and understandwng aﬁtween its’ member% beg1nn1ng w1th
' - . ©

o ”b1ograph1es “of Le1ghton and James D1tchmon¢ (d. 1962) bd%h “of th&

‘o

A.;.'

wéﬁ, the pub]1ca€10n was ;ﬁ gnged” 'to; "

} Instztute. Wh11e« fheaih”
,mm L
H19h11ghts "in December, ¢ﬁ33,>é1t was discont1nued and not renewed

E] “ 1
E ‘ R
4 .
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unt’il ]948 12 ‘
. e e
Le1ghton s effortswas art fnstnuctor at the Inst1tute appear to

have been apprec1ated by Marion ﬂ,‘b]]’ ‘who had attended the 0ntar1o
Co]]ege of Art from 1927 to 1929, agh then studied under Leighton from“\_,
1929 to 1932 13 She maintains he was the best art teacher she ever
had, and ment10ns espec1a11y his teaching of draw1ng, which Leighton
5051Sted she needed to improve when she came to him as a student. She
also refers to the fact that he wanted his students to express
themselves in an individual way. Summer Rain, a Nicoll watergéo]our
of 1934, depicts the crest of an alpine meadow as ‘a high hqrizon,
1'"dicatir.\g' a distinct break between the"foregrouné ‘and the - far
distance. THis' compositional device is rnone typical of the Gr;ou’p‘

" Seven rather than Leighton's preference for an integration of tﬁe
foreground, mid-zone and for. distance. N1co]l s use of the water
CO]OUF med1um indicates a d1st1nct 1nf1uende of Le1ghton because the

~-paint 1s app11ed 1n loose washes, the ch01c% of colour 1s mute in 1ts

“selection of purp1es and greys while the a1p1ne f]owers “in the

. foregroynd “and the atmospherft mounta1ns in the d1stance evoke an

' 1dY11ic" mood. 14 . Obviously N1c011 was chang1ng ‘her a]]eg1ance fromﬁl'

her Group of Seyen 0r1entat10n to 'a more structured Eng]1sh approacr
Norbury's. account of a 1931 show of studentﬁx work from Athe

.yt, , T

Inst1tute, exh1b1ted in “the ,Museum_ of Arts in Edmonton, s a

3

" descriptive. and ba§1ca11y uncr1t1ca1 account of the exh1b1t1onf WHA

_refers to the drawing of the students,as be1ng'"on sound and”heaﬂ;hy
“ I‘iw , : . ’ . Q’ . 9 . 3 f’ ‘ E “'\v N i °* » |
“,Z;hljne§§~raﬁd ,goes on "at some length - about the' works oﬁ' diSp]ay;

1 Feferr1ng ‘to- the techniques “of using the flat or graded co]or—wash

M “ T 5 - - N - . - -
— - s “ . >
\ .



It is interesttng to note that he mentions' that Rthe “students'.
landscapes revea] qu1te c]ear]y the teacher S 1nf1uence _ A'typical

. Le1ghton water colour of this perlod 1s The Bow Va]]ex, 1930, in which

‘the artwst emphasizes a spat1a1 “depth by. 1ead1ng the r1ver into the
background ' The 1oose washes of the -water colour med1um create an

atmospher1c depth while. the d1stant mounta1ns- convey a fee11ng of
] .

_maJesty and grandeur, not un11ke Romant1c pa1nt1ngs of the turn of the""

century.]5 However, 1t is to Le1ghton s credit that he ~had been
tnstrumental in organ1z1ng a comprehens1ve two—year program in theh
short time he had been in charge of the depar ent o ’
| Le1ghton must also -be g1ven cred1t fog offering summer séhool
jcourses at the University in Edmonton in 1930 and 1931'for the purpose
; of: 1nstruct1ng art. teachers in the school orograms throughOUt' the
provinCe, _;Norbury \recommends the - course vfor any artist, for he
considers it a "chance of acquir;ng a correct technique‘and the advice-
of so able an v1’n-stru<:,tor."]6 ” | | i
Artists,not only from A]berta but’from a11'over Canada~rece1ved
the benefit of Leighton's energy ,and enthusiasm in the form -of a.
'd summer '“art"°‘camp wh1ch he organ1zed at Brewster s Dude Ranch at
Kananaskis,ﬂ1n 1933 and again in the summer of 1934. Irwin wr1tes how.
Marion‘Nicoll fe]t about the worthwhile exoerience'of the.f1rst summer
camp,;' She‘-reca11s’_how "Le1ghton drove everyone to  the btimit of
endurance' every' day,“ and that there were “cr1t1clsms, talks,
d1scuss1ons and demonstrat1ons daily. "]7 By 1935, Lejghton‘s summer
ighool had deve]oped into a three-week course at Banff, ‘under the .

2

joint'cofoperation of the Institute,and the Department of Extéh%#ea_of"
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‘the Un1vers1ty of A]berta. The art course developed by 1936 into’ the e'

'art department of the Banff Schoo] of F1ne Arts, w1th a cont1nued

AN

.

:co operat1ve aff111at1on ‘wWith the Institute N The summer art course,
advert1sed extens1ve1y by the Canad1an Pac1f1c Ra11way,' attracted
»7students from a]] over: North Amer1ca,18, ' |
| | By 1936 Le1ghton E hea]th appears to have suffered to the_
~extent that he dwscont1nued h1s teach1ng at the Institute and at

' 'Banff He must be g1ven\a\great dea1 of cred1t for the foster1ng and |
encouragement of beth profess1ona1 and amateur art1sts 1n Alberta 1n1’
Mthe_years when;hefwas/act1ve. It appears,'however, that Lewghton was‘
notvextremelyQSUpportive’of/the still int]uentia] members'of the Group :
of Seven or of those artists, associated with them. Annora Brown‘
' andtcatésvthat'an exhibjt of_works.by.Emiiy Carr (1871- 1945), sent out
by the-Nationa1iGa]]ery, was.nOt shown atbthe_lnstﬂtufé, but stored in
the basement and an exhibition of A;p . Leighton was hung} tnstead.
She goes on to ne]ate that the*nExt exh1b1t that of the Group of,
k Seven pa1nt1ngs, was . hung, at the 1ns1stence of the Nat1ona1 Ga]lery
‘This exheﬁTt1on~was hung in, the@ﬁ%]gary Museum, wh1ch meant that the
Calgary pub11c, certa1n1y aware of the Group's pa1nt1ngs hav1ng been
exposed to them in’ occas1on§i ewh1b1t1ons in the 1920s, wou]d aga1n '
have - an opportun1ty to view the works of th1s we11 known group ‘of
apa1nt9rs 19 |

| S The Group of Seven cont1nued to have an 1nf1ue2§e on the western
Canad1an art scene in the early 19305, »Under the auspices of the

Nat1ona] Gallery, . and with the full sudport of its director, Eric

'Brown, Arthur Lismer was. chosen to make 'a Western Canad1an tour and
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o the influence of Impress1on1sm on the Group.

. ‘ . . | LI '- . L. | B b » 89

‘ .

‘~1ecture on the'"new nationaiismiin Canadian art." Both Edmonton and

Qalgary were included in the tour John McLeish emphasizes Lismer's
%enerous reception by the members of the press, ‘who stressed the |
artht s message on. art and the Canad1an pub11c, and the cu]tura]
poss1b111t1es available in the West,zo '}-" _ - .: e
Prior to L1sme?\s v1S1t Edmonton aud1ences had an opportun1ty to
haVe,access to two reviews that~mJght prepare them(toAbe receptjve to
Lismer' s v1s1t “4n .1932 F.G. Norbury's ’article 'tn “the Edmonton
Journa1 gives a summary of ear]y art 1n Canada, "and ends with a survey
| of the. contr1but1on of the Group of Seven 1in Canada S art 21 A ta]k
by Professor Adam dea]s with the sources of Canadmanfart, emphasizing |
22
L1smer s arrival 1n Edmonton resu]ted in an 1nterv1ew before he
began h1s three pub11c 1ectures at the University. The_cordiality
w1th wh1ch he - had ,ev1dent1y been received in the West before his f
Edmonton v1s1t seeMs to have resu]ted in: h1s expressed opinion that |
1 westerners appeared to be more art consc1ous than those 11v1ng in the -
East. In. h1s 1nterv1ew he commented on the state of amateur art an&

its 11m1tat1ons,l 1nd1cat1ng _the dangers in a r1g1d adherence to

technique. = His statement " that namateur artists will never get

Iy

anywhere except with amateur ‘minds" may have been somewhat of fensive
\

.to Edmonton Art Club members 23 L1smer S 1ecture on - "Ca‘lﬂ1an

.

,rPa1nt1ng today -has some reference to Group ideals 1nvo1v1ng the

Cdnadian 1andscape, as‘ he ta]ks of Canadian painting that "hds the

o hard,, .‘. accent that 1s typ1ca1 of "her ruggedChorth " His feeling

for“weStern landscape 1s<revea1ed 1n the comment that "in the west

“-,

-

Pl
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~ Western tour.

"
24

there is a'QUality of sky and water and 'symphony of Stratghtriines

b
He earnestly encouragEQ Canad1ans to support the1r own art1sts

McLeish po1nts out some of the reasons for L1smer S acceptance on hlS
‘ .
<

‘Lismer believed whole-heartedly in the capacity. of adult

people to discover in themselves neglected interests and

- energies, and to .fill their lives with unsuspected

; happiness and contributive power. But beyond this, he

& undoubtedly felt that adult education, . both formal and

"~ infeormal, was, so to speak, an 1nJect1on directly. 1nto the
bloodstream of the national cu]ture 25 \

LIt shou]d be pointed odt that Lismer, through'his tourzof.the,'\
aest;” was'vretnforcing :interest in the Group of Seven( approach- to
depicting 1andscape. It is clear that by 1932 thts painting style,}
wh1ch had dom1nated Canada s art for a decade had reached its peak:of
1nf1uencet1n the East,.so that a]though the Group of Seven rema1ned
;nf1Uentia1 throughout the 1930s and '1940s, their strong dom1natgon-of
exhibitions 'decreased after they disbanded\ in '1933.26 However, 'as
Russe]] Harper po1nts out, “pub1ic acceptance ot the Group'of'Seven
pa1nt1ngs was - comp]ete, and these art1sts were regarded as the on]yi

w27

ones ‘to have"made a 51gn1f1cant contr1but1on in Canada. He~aJso

iommentS'that, fStudents cod]d'not escape’the-GroupfinfTuence»and.nere
afraid to exprgédgany ersonal vision which differed t;om it.“_-Ln the
1930s and 19462;’£5é§%éae acceptance of the.Group of Seven appears.to-
have %pervaded' the art critfcism of A]bertaa_. Certainly in .1935, an.

art1c]e by Lotta Dempsey, in the Edmonton Bu]]et1n, expresses approval

in ‘her references to the Group, now d1sbanded as she comments -on

uv1gour, and sweep of line and colour, feature]ess oiitiizgl,of the

90
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wild, magnificent beaufy that is still the'birthright of Canada."Z®

-

Pa1nt1ng by amateur artists of Alberta cont1nued and even

‘f1our1shed in the two' decades. ' The Edmonton Art C]ub cont1nued to

organ1ze annual exh1b1t1ons, many of these being he]d in the Museum of

4

‘Arts when space was available. Arch1va1'accounts reveal a- continued

intérest in thé ﬁ]berta 1ands¢ape, but the crititisms of the works

shown remain. somewhat effusive. That the painting styles femained

L3

very much the same tMroughout the two decades is stated in an article

by Gordon Sinclair, one of the  original’ féhnding members of the

”Edmonton Art Club, in a review of their annhal exhibition of 1949.

If there is much experimenting going on in the Edmonton .
studios, it is .not manifest in the showing. .The bulk of
the. work 1is conservative in subject matter. Landscape
-predominates. ©~ It dis broadly handled and of a more-
uniformly high quality than in previous exhibitions. The
pictures are better painted and better designed.29 :

Perhaps -one of the moét valuable contributions club members made tq’
the culturél'life of Edm&nton was that of .providing art jnstruction'
for classes at‘thefhuseum of Arts. F1qr€hce Mortimer, ‘in particular,
appears to have contributed td'the‘tgaching of art classes thfoughout

most of the 1940s. 30

Dur1ng the 1930s and 1940s the Edmonton Museum of Art continued .

its activities, first in the Civic Block, and then, in 1945, in the

Edmonton Motors Building.3!  Exhibitions loaned by the National

Gallery of,Canada continued to play an ﬁmportant part ih its,public

shows “ particularly in the 1930s. A work. by - Harris, Maligne - Lake,

listed in a Museun catalogue of October, 1931, was described by
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power - and

v
\

-Norbury .as ."an 1mag1nat1ve attempt of a portlon of. the moon's

surface." However, the writer feels that since Harris' painting of

. sudh’a wel] known spot is unrecogn1zable, it detracts somewhat from

\

‘\_ thé enJoyment of the work. He .does acknow]edge that the" paint1ng has .

N "an eerie fee11ng “induced by the co]d cruel waste of .
space."32 ”Obvious]y, Norbury had some prob]ems accepting some of
the~Harris' austere canvases Cata]ogues of the Museum in the 1930 s
1nd1cate that the National Gallery loan exh1b1t1ons appeared to have

fewer canvases by the Group, part1cu1ar1y after it disbanded. 33
Perhaps some othhe fervour fe]t by Nat1ona1 Ga11ery director Eric

‘Brown dec11ned to a degree after public acceptance of the Group became

‘,
“‘ .l
by

assured
. Norbury s conservatism and 'reluctanée to accept change in
!

art1st1c sty]es is expressed in no uncerta1n terms 1n his review of

another Nat1ona1 Ga]lery exh1b1t of the Canadian Soc1ety of Paints and

- Waterco1ours in the 1ate 19305 He appears £0 take it for granted

that many of his readers wou]d probab]y agree w1th h1m

" The exh1b1t1on shows an increasing tendency  to a
development of ~modernism on lines that have become as
ster%otyped as. any charged to the old order of things, and.
that. without, any improvement, it is rather the reverse:

Time and’effect are being.misused.3% ,,,,////””””/?/

He does) praise 5’ha}k of Leighton's for being "delightfully clear and
freshr in its pearly washes,“ and a Lismer painting for "its
draughtmansh1p, co]our and 111ustrat1on | |

By the 19405 the Museum appears to ‘have exh1b1ted more A]berta

artists. Among them was Annora Brown whose work Norbury concedes to



have "mature confidesce in coloring and originality of subject.”
Again, in 1948, the'Brown and ‘Phillips exhibition sponsored»by the
e .

»
Museum 1nd1cates the encouragement given to these two dedicated

art.ists.35

However,‘ a Harr1s\§exn1b1t1on,v in 1949, at the Museum
7 a}oused Norbury's hpsti]ity toward the‘artist's use of abstrdction.
- His ‘review states firmly that an artist of Harris' calibre should not
feel he has to‘producezw0rk that is so similar to that produced by so
many commercial artists.3® It fs interesting fto compare Norbury's
reluctance to accept Harris' work with the thoughtful consideration
" that Hedley, Museum director, gives fhe same show. He states that the
works exhibited are some of Harris' finest. He tries to clarify some

aspects of abstraction by 6@22;;E;€§ it as being intellectual rather

thdn‘emotional and” maintains that it is .more difficu]t»to produce

than some of the simple abstract patterns wou]d 1nd1cate.37

There is evidence that during the 1940s the Museum‘was becoming
known and respected outs1de of the province. The new]y-estab]ished

'ﬁ,Canad1an Art pub]1shed news of ‘art aét1v1t1es throughout Canada, and

the Edmonton Museum had its 'programs of exhibitions, classes, and

lectdres included in.this Canadian megaz?ne.38 William Colgate, in

his pook'Canadian»Art,'paid?tribute to the Museum's contribution to

the cultural 1ife of Edmonton.

The small but enterprising Edmonton Museum of Fine Arts is
also making a real contribution toward educating the public
to a true appreciation of national and international works
of art. Free classes for children under fourteen are held
every Saturday morning, and it is gratifying to learn that
they are well attended. Exhibitions are held. from time to
time of the works of British Columbia and Southern Alberta
artists, as well as collections from sources more remote,
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such, far example, as the trgve]ling loan exhibitions from
the National Gallery, Ottawa.

The Museum members continued to welcome Group of Seven artists on

their infrequent trips' to Edmonton throughout the two decades.

Edmonton Art Club members showed their acceptance and admiration fog

Jackson as they entertained him upon his return from his sketching

. trip with H.G. Glyde along the Alaska Highway in _1943.40 Jackson

was a guest after another northern tr1p, when he returned from

Yellowknife to Eldorado in 1949, At thTSV{ﬂf"” :

“anything else."! Like Lismer in his 1932 tr1p, he malntalned that

westerhers were showing ﬁore appreciation dn art than easterners

were.4] The Museum in Edmonton had several landscapes added to its

collection ever the’two decades. Perhaps the fact that it was now

wel]-established played a parf in its receiving donations from such

artists as W.d. Phi]]ips, A.X{ Jackson, Lawren Harris, and H.G.

Glyde.42 'The acquisition of works by compefent, well trained

artists, who were either from the Group of Seyen or painted in a

semewhat related style, reveals that Museum personnel, 1ike the

Edmonton public, were on the who]ekstill sepportive of the Group of
Seven. i

In the southern paft of the province, Calgary continued to have

its amateur artists invplved not only with the Art Club which had been

eétab]ished in 1922, but also with one established in 1931, the

Calgary Sketch C]ub formed under the leadership of A.C. Leighton

v

together w1th some of h1s former students from the Inst1tute Later,
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#in 1932 the two clubs were amalgamatéd under the name of the.Calgary;
Sketch C]uo. Exhioitions, sketching trips, and extensive support for
the Calgary Allied Arts Coste House projectsvwere'some of the projects
the Skeétch Club was involved in during the 1930s: and 1940s.43 |

The Institute of Teohnology and Art continued under Leightonfs'

successor, H.G. Glyde, who was acquainted with Leighton in England,
and had been invited to teach at the Institute in 1935. Following
Leighton's tresignation, Glyde, the English-educated artist and
teacher, took over as head of the art depértment of the Institute in ‘
1936.44 gfie continued to be head until 1946, and thus handled the
difficu]iios encounteped by instructors and students during the war
years. 'Ié;ihe 1940‘5, there is some evidence of a shift away from
1and§%noé 'painting for Glyde remarks that student enthusiasm for
]andscapes declined during the early part of the war years, and that
he therefore altered the program to accommodafe, this.®> He felt
that 1946 marked the real beginning of the Institute, for there was
now a large enrollment, a strong community base)or backing, and plenty
of money.46 Glyde also instructed at the'Banif School of Fine Arts,
beginning in 1936v and continuing with short broaks, until into the
1970s. 4/ Further, he was instrumental in extending art instruction
to the smaller communitieS of "Alberta through the University of
Alberta's Department of Extension. His initial involvement in
community art in Alberta he credits Donald Cameron, head of the Banff
school:

"He felt it was essential to create a base in the
vgcommunities, and he worked hard to give people some insight
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and to make a meaningful contact with as many high school
dtudents as possible. I became tremendously interested and
felt it was worthwhi]e.48

3
Al

In his article "Community.Art in Alberta", Glyde communicates his
.impréssions of Aiberta,[pnd its artistic.possibilities as he must have
seen them when he first came to 1ive and work in the proviﬁce.
. . . As one crosses the country, with its wind-swept
prairies, rolling foothills, and rugged\ mountain slopes
rising from cool verdant valleys, ope: finds in nearly every

corner, some of the inhabitants trying te put down on paper
and canvas reactions to the native scene. - R

Glyde spent‘thé summer of 1936, instructing Eommunity art classes in
Vermilion and Vegrevi]]e, spending three days in one community and
three days in thé\other. Vegreville appears to be the first town to
have orgénized art instruction from the Depértmeht of Extension

instructors. Laura Evans Reid (1883-1951), a doctor's wife from
Vegreville, was‘instrumenta] in starting - %rcémmunity art class in

1934,50 ~Both Reid's Spring, Mundare, n.d. and Glyde's Harvest at

Rosebud, n.d., have some of the elements of the Group of Seven,
pérticu]ar1y in the rh}thh?c sweep of 1and"énd water, and lack of
minute detail.>] It appears thén, that Reid's work, ~although’
amateurish in handling, was influenced by Giydé'§‘§old brush strokes,
his restrained use of colour and his rhyth@ic motifs, quite similar to
those of the Groupaof Seven style. |

| Lethbridge ‘did not have an organized community art club until

October, 1936, after two local Banff School of Fine Arts students felt

"the” need for following up the work of the school in order to gain

4
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full benefits from 1t."52 (Club members introduced the community to
work of ‘other Alberta and Canadian artists, _by sponsoring an
_exhibition of Banff School summer students’ work 1n~1937,‘and in the
same yéar by banging a Royal Canadian Academy exhibition, which
featured the work of F.G. Cross (1881-1941) and A.C.'Leighton, among
others.53 ' Annora Brown's 1938 lecture to -club ma@bers “urged
artists not to copy the style of foreign countries but tp continue to
observe oﬁr'country in all its asbects.“ She emphasized that it was
"just as dangerous to follow too closely. the Eastern Canadjén artiﬁts
in their methods except in the broadness, vitality, and courage ‘of
their conceptidns." Brown's statement that "thé light and colour of
the AfBerta skies requir35/diff?rent treatment".was'rea1istic advice
to give to club members.54 In ‘June, 1938, the club took advantage
of thg two-week art course organized by the Univefsiby of Alberta's
Department of Extension and given by H.G. Glyde. Glyde continued to
instruct the Sketch Club at summer sessions throughout muéh of the
1940s. Phillips also took part in one in 1938.55 |

Medicine Hat appears not to ﬁave had an organ{zed community art
“club until 1945. . Again, as with the Lethbridge club, the impetus
seems td have been the fact that two local artists had attended fhe
Banff School of Fine Arts that sumer. H.G. Glyde was the first
,instructbr and advisor with w;J.fPhilfips as visiting 1nstrucfor'aqd
Marion Nicoll as a primary one. Similar to the one in Lethbridge, a
two-week summkr art school, taught by Glyde and Jack Taylor
(J917-1970), was givén, while Annora Brown'instr0cted dufing a year in

L
the late 19405.55
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fhe Grande Prairie Art Club‘was formed in 1935 with. Euphemia
McNaught as\ its first dinstructor. _Having téught. at  Mount Royal
Qo]]ege for two years after. her graduation from the Ontario Co]]ég? of
Aft, McNaught went on to teach at a college in Ontario-for a furthen
two years. She then settled in the Peace River c¢ountry, painting and
working with art clubs and individual‘painteis.57 It is of 1nterest’
that she exhibited her works at the University of Alberta already in
the early 1930's. In a revi;w, Norbury comﬁents on.her originality in
her choice of scenery. Although Norbury does not fake a direct .
reference to specific landscape paihtings in this exhibition, it can
be assumed thaf McNaught's work - in the exhibftion is similar. to

Monkman Lake, 1942, where the Group of Seven influence is evident in

-shown and commented on by the public.

the subject matter, the northern wilderness, and in her treatment 6f
land and sky. Particularly the stylized mountains and the striations
in the sky indicate the Group sty]e.58 A show of 16 women argﬁsfs,
who were or had»Been Mount Royal fnstructors-wés held in Calgary {n
1935. . Included among them were Annora Brown and Euphemia McNaught.

Although the state of the econohy might have reduced sales, they would

. have received a certain amount of encouragement from their works being

59

As has_been mentioned previously, another artistic inf]dende;on
the Alberta art scene of the 1930s and 1940s was the summer‘arf Eourse
given at the Banff S§h001 of’Fine Afts. From a small beginning with ’
Leighton and a few students studying for two weeks at Kananaskis in’

1933, the art department at Banff'expanded to include students from

_a]] over the North American continent. The co-opgrative affilia;jon
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between the Institute of Technology and Art and the Banff school meant
employment for Instityte 1nstnuctors throughout the two decades, and
at the same time, gave those instructors exposure to artists from
other parts of the continent. Glyde and Leo Pearson\(1883-1952) (also
from the Institute) haddbeen the main instructors in the late 193Qs,
with Phi11ip§ joining the faculty in 1941.60 A.Y. Jackson and Glyde .
became‘friends,and sketching partners in the early 1940s. We have
seen that Jackson was not a strangerito'Alberta, for he had visited
his brother in Lethbnidge many times since the early years of the 20th
éentuny, and had sketched in the region around Lethbridge, Pincher
Creek and Cow]ey" in ¥193Z‘ and 1938. 'He had become acquainted with
-members of the Lethbrfdge Sketch Club and F.G. Cross, a longt ime
Alberta art1st he had sketched w1th them and. had developed some of
his Alberta sketches and pa1nt1ngs of th1s per1od 61 Jackson talks
about his first summer at Banff |

I have never considered myself a teacher, but I did my

best. I would take out about two. dozen students$ ‘every day

and try to show them how to mix up colours and ‘paint with

big brushes. Many .of them were school teachers from
Alberta and Saskatchewan who had never painted before 52 ‘

@ . . *
i

Interest in the Group of Seven was still Etkdng endugh to ninvite‘
Jackson to teach the Banff art students who, atcord1ng to Glyde, were
inspired by Jackson.63 ‘

Jackson's -and Glyde's trip to the Alaska Highway in October,
1943, was for “them anv‘eini1erating sketching expedition. Jackson's

rhythmic style of interpreting the northern landscape is revealed in

his sketches renroduced in an article he wrote for Canadian‘Art the
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' next year. ‘Illustrat1ons of Glyde s work were 1nc1uded in ‘the same

art1c1e, and reveal a. s1m11ar style of 1nterpretat1on h1s hills and

;roads of the northern ]andscape ret1ectthe broad sweep1ng rhythms of

' Jackson s views.b4 | G]yde refers to one of these A]aska H1ghway

works, and comments that Jackson s 1nf1uence on his »omn painting

Freminded him so much of the Group.of,Seven th%t“he‘fe]t hevnad,to

‘chang‘e'1't:'j.""65 ‘ : s ' .

: Jackson’ returned- to teach at Banff in 1944, ana ~again went

sketch1ng w1th G]yde that autumn 1n southern A]berta / He spent the

4

summers 1n/Banff from 1945 to 1947, pa1nt1ng areas of the southern

part 'of the prov1nce after teaching. = During these years he.

/_’____'

estab11shed a 10ng 1ast1ng fr1endsh1p w1th Murray Madﬁona]d (b. 1898)
- > %

\1 - /

‘ah Edmonton art1st.. A1though he also spent two more autumns in the

Alberta footh1]]s in- 1949 ‘and 1950, he® taught ffr the 1ast t1me at‘

(Banff 1n the summer of 1949 66'.Jackson appearg to have enJoyed hlSif

amateur students .and hlS co]]egues at Banff /Ev1dence for th1s is

; J
i [

founo 1n an~art1c1e he wrote for Canad1an Art

/
/

In the art c1asses there are many students who have had no
previous experience. N Some of them ave never seen an
or1g1na1 pa1nt1ng e : . .

In the short.: time ava11ab1e -we. do nét put, them,through a
lot of pre11m1nary training ‘before’ aﬂ]ow1ng them to paint..
‘They paint from nature right away. Some of thé results are
weird ~and “wonderful. ' The comp]ete freedom. from law and.
_order and' tradition - f111s me with ‘envy~at times. Some of
them paint-as instingtively as a “duck - swims. ‘The _ohes who
have had dull, canven jonal training- are the most difficult
ones to assist. You know that some of those who make an
ungodly mess of paint will do better work at the end of the’
month than others with a kind of n1ggl1ng competence 67
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The amount of d1rect ﬁntluEnce ’Uackson had on hlS Students is

debatab]e. | Certa1n1y he®did convey the Group of Seven S att1tude£*“m

towards 1andscape, ‘and certa1n1y his i:y1e wou]d consc1ous1y, or
unconsc1ous]y, be: transferred to h1s studentsw! However s1nce thel
_.summer school was he]d 1n the;mounta1ns, and s1nce Jackson h1mse1f d1d:f

not part1cu1ar1y care for pa1ht1ng the mounta1ns, preferr1ng the

footh11]s or pr91r1e, 1t m1ght be valid to conc]ude that he wou]d, as . ;\

he 1nd1cates, encourage h1§ amateur students to pa1nt what theyi;{
saw}68‘ | i
| The close associatidn between- Jackson " and G]yde, deve]oped _
dur1ng the 1940's, may warrant an exam1nat1on of G]yde S- art1st1c_
style pr1or to his A]aska H1ghway sketching trip . w1th Jackson in
.October, 1943 An unt1t1ed pr1nt by the art1st, executed 1n 1947, ts,

accord1ng to Patricia. A1ns11e "cons1stent w1th h1s pa1nt1ngs of the-.»

/
t1me " In this pr1nt G]yde 5 p]acement of h1s f1gures, mode]]ed w1th,v
o/

hatched lines and flécks, expresses volume and strength The art1st

places them f1rm1y 1n a c]ear]y de11neated environ ént of curved trees
’9

that repeat the curves of ‘the f1gures G]yde S cont1nu1ng f1gurat1ve
/

approach based on his Eng]1sh tra1n1ng, i's eyﬁdent in this work 69

Another d1st1nct aspect of Glyde's work of the ear]y 19405 is his :

carefu]]y des1gned.compos1t1on Edmonton, 1943 1943 (Edmonton Art
Gallery), (Fio 13), 1n all probab1]1ty wou]d have . been comp]eted

?;1,before his sketch1ng tr1p with Jackson 1n 1ate 1943 70 In th1sf

‘i’ ?work the soft light fa111ng on the carefu]]y executed bu11d1ngs does

not ~reflect the Grqup of .Seven sty]e,~ 1ndeed the painting cou]d

- almost ‘be.an. English scene His f1gures are three- d1men51ona1 and .
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¢learly’ depicted. - The tree in the foreground ~ and the = urban

. architecture are carefully 'rendered, again c]ear indications of
o Glyde's.Bnitish training.
After their sketching trips of 1943 and again in 1944, Glyde's

work shows a pronounced influence of Jackson's style. Rosebud, Sunday
KAfternoon; 1945, (priVate co]]ection) (Fig 14), COntinues to express

h1s concerns with the human f1gure, as he p]aces severa] ‘clearly

mode]]edﬁfﬁgures~1n the foreground. Th1s interest in a c]ear]y three-a

d1mens1ona1 human form most- ]1ke1y is 1nsp1red by the, Br1t1sh artist

StanTey Spencer, whose work G]yde adm1red 7] Nhat has changed here

‘1s the . emphasis of foreground and’ m1d zone where he places on a-

d1agona1 line f1gure, grain elevators, andffences There 19 a]most an

abrupt break from this foreground and’ m1d zone o}r01]1ng h111$ in the

. background ‘as ‘S0 often seen in Jackson s compos1t1ons G]yde does

t

'not use here the Group of Seven preference of p]ac1ng areas str1ct1yf’

para11e1 to the p1cture p1ane,'yet he reduces hts~deta11 and paints

B thew?sk;rwith‘undulating_c]oud-striations. ATthougtr he does use 'the .

 humah figure, unlike Jackson, -one should recognize that  his ¢

~simplification of the human forms is combined here witaw‘f adaptation

of stylistic devices to»interpret'the prairie sky in much the same

manner as the Group of Seven. Jackson s use of co]our durtng these'

years shows h1s preference for earth tones,~a pa1ette G]yde had used

' for,years. He ~has, then, assimilated aspects'of Jackson s landscape

style but, unlike Jackson, GTyde'has_FEEainedphts’figurative interest

from his early Eng11sh training.

It shou]d also be noted that G]yde S ass1m11at1on of these Group'



influences into his own style is in direct contrast' to Leighton's
; , , | ‘ \
Canadian paintings. . Le1ghton S landscapes continued his }Eng]ish

academic style as s 11]ustrated tn “the painting The Lake, Molar-

'Mountain, c. 1948 (Edmonton Art Ga]]ery) (Fig' 15).  Here he uses

the> soft tones and atmosphere more 1nd1cat1ve of an Eng]1sh landscape

.trad1t1on, rather than that of the Canad1an west 72 Perhaps G]yde S

el
eyt

familiarity -of the pecu]ar1t1e8a

%

, pra1r1e ‘towns, h1s strong 1nterest 1n encourag1ng reg1ona1 pra1r1e_

A

artists to 1nterpret the1r env1ronment may. have resulted in h1s own

ﬂacceptance -of many of Jackson S so]ut1ons for. dealing with the

flatness of the pratrie' In this context, Glyde felt that some'of‘

\}‘,‘J

Jackson S pa1nt1ngs of Pincher Creek “and of southern A]berta were some.

Z'of the best pa1nt1ngs that he did in the West. 73 In turn, he wou]d
,A probably 1have presented some of these so]ut1ons to‘ his students,
partdcu1ar1yjthose’nnterested-1h depicting the 1andscape._ It appears
then that througth1yde; Jackson exerted a considerabde‘1nf]uence}on

regwona] pa1nt1ng in A]berta during the 1940s.

‘ofﬁthe A]berta 1andscape and . 1ts sma]1‘

1 wh11e Jackson h1mse1f felt the -difficulties of painting the -

~remarking that "there is noth1ng but a few weeds, scrub or stubble’ to /-

get hold of," he _st11] contended that "with the ~mounta1ns as /a

background 1the, foothills ‘cou]d afford the  artist end}ess _

' mater1a1 "74 ' Certain1y;d.one ‘of Jackson s most successfu] A]berta

3

- works of .the 1940s is. Alberta. Rhythm, 1948, (pr1vate co]]ect1on)

' visouth of the prov1nce, part1cu1ar1y in the matter of his foregrounds,

/

(Fig. 16), 'painted in the P1ncher Creek ‘area. ‘oHe‘ uses strong‘- k

‘ horizonta]s in ‘the foreground, wh1ch blend from ochre to a creamy o
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ye]]ow‘ tone as the land abruptly dips and“leads"to‘ a distant
| rhythmically rendered mid-zone. This in tnnnw is /fo]]owed‘ by
undulating patterns of ochre, green and cream earth ‘co]ours in the
distant h11ls, and thence to a sky banked by hor1zonta1 p1nk clouds.
- 0Of all his many views of the southern Alberta- landscape, this work of
Jackson S conveys most successfu11y his fee11ng for the 1atera1 spaces

and ro]11ng 1andscape of the footh1lls. :

The Albérta scene saw some s]ow changes in the 1940s, hﬁving

‘
%

'.seen glimpseS'of abstract1on in pa1nt1ng; but the lToyalty of artists”
to traditional 1andscape pa1nt1ng held fairly f1rm1y Attempts were -
made to broaden the scope and numbers of exh1b1t1ons .of art in
A]berta, and S0 Edmonton and Ca1gary Jo1ned othen western c1t1es to
form a Western Canada‘Art C1rcg1tprn 1944. Representat1ves from the
western Canadian cities arranged an exhibitton~ progr;n for the next
year, and through the Nat1onaﬂh*Gallery, exh1b1t1o\s\\of .the Roya]
Canad1an Academy, The Canad1an Soc1et§'of Painters and ﬁstergojour, R

The Canad1an Group of Painters, The Canad1an SOC1ety of Graphic' Art}

S
ST

and displays from the foUr.western prov1nces, became aya1]ab1e to the\
"pub11c 75

The opening of an Allied AAts Centre in Ca]gary, in September,
1946, wusing an . imposing mans1on ca]]ed ‘the Coste House, created

further interest in the arts. “A.F. Key's article in Canadian Art

gives the reasons for the mansion's ‘being at the disposal of the

city's cu1tura1_grOUps. RN

<
Three w1de1y divergent factors were respons1b1e for the
~centre coming into existence. First, there was the visit

/
i
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of Lawren Harris to Calgary in 1944 when, fo]]ow1ng*¢mm,»
meeting he addressed on the post-war development OF sy
community centres, a civic centre committee was formed,
Then there was the availability of the Coste House. This,
house had been occupied by the Provincial Institute o%
Technology and Art from 1939 to 1946 as a temporary school
for its fine arts branch, but the school after 1946 was
able to return to its permanent buildings. .. . . Then.too
since. the Western Art Circuit was organized three years
ago, the building had served as art gallery over the
week-ends and thus endeared: art1sts and their friends to
the p1ace.76

Key also emphasized the purposes of the Centre: the fostering goed
re]ationsnips between the “arts and crafts,‘givjng aid to educﬁtiona]
bpdies involved in the arts, and encouraging adult activities in tnese
fields. Imnortant tbo was the "encouragement of workshop gnoups in
“art, mustc, Q?ttfng,‘the theatre, radie; and the crafts where new art
formsvand techninues will be deve]dped to exbress and interpret the
1ife and culture of western Canada to the rest of the world."”7  The
) Centre; nnder_ the guidance ef Key, .remained a ‘stimulus to Calgary
artietic life for years,. and gaVe much . needed space }for city ant-
activities. | )

9 The estab]ishment.of a éggartment of Fine Artsiat the Universtty
of Alberta in Edmonton in 1946, with H.G. Glyde becoming head of the
department in 1947, meantithat a specia]ized-trajning in art was now
avaiTabTe to Alberta students living in the northern part of  the
province.7§ Consequently G]yde s res1gnat1on resu]ted for Ca]gary,
in 1946, the hiring of a new head for the art department at the
Instjtﬁte. J.W.G. Macdnnald (1897-1960), a Vancouver artist and a
former instructor*at the Vancouver School of Art, became head'of the

R

Institute for only one year. His‘interestiin.abstraCt art, encouraged

~i
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She expands on this influence.

Jock Macdonald inspired many artists almost wmthout them
knowing it. . . . Although he was here-for a year only, he
had an impact on students, . . . he improved con@1t1ons for
the instructors. But most importantly for me, he started
me off on automatic drawing. . . . The Montreal painters

have

affected us in a special way and the automatic

drawings made it, possible for me to go on to something
else. The draw1ng process made everything I knew come out
automatically. It was clarified and emerged in an
unconscious way.

It may be remembered that Nicoll! s art1st1c sty]e had gone through

changes,

Calgary

general.

ass1m1]at1ng the Group‘ of Seven. 1nf1uence at the ‘Ontario
NCo]]ege of Art in the late 20s, being 'retrained" by Leighton in the
.Aeerly 30s and now shifting to automatic drew{hg under the inf]uenee of
“Jock Macdonald. In 1947, Macdonald left Calgary to teach at the
‘ Ontahio.College of Art, Wishinj to haVe‘more time. for his own work,
‘and wanting to get away from 'the isolation' that he ekperienged in.

and the f}aek '6f=‘understanding that he 'saw about art in

Yet, the arfiae Macdonald wrote in 1947 for Canadian Art,

expresses support and opt1mcsm for a number of artists who formed the

Calgary ,Group.gl He refers to the genera1 op1n1on of Alberta art

outside the province as being conservat1ve and lacking Jn.creq§1v1ty ’

and vita]ity.

IR

In-194Z, I1Tingworth Kerr arrived from a teéching‘position at

the Vancouver School of Art to take over as head of theflnstitute,'

kB

el
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succeeding Macdona]d.sz.

/ “6

An interesting aspect of the late 1940s w%s the re-emergence of
the Alberta Societyr'of Artists Highlights, Wifh news of Society
members, comments on .exhibitions, sdme thoughtful artic]es, and prints
contributed by the various members. The December, 1948,_edition of
the pubBlication has an afticle by Batés, who conéidérs the reasons the
prairie provinces have remained ‘cu1tura11y backward. He maintains.
that "conventionaj fe]igion has tended to destroy the aesthetic
‘reaction to life Qith which every man ana Q6man is born." He feels
that “"for the painter--here is a/region that has never been dealt with
adequately and which present§7new'spatia14-problems.83 |

In spité of the somewhat pessimistic conc]usions of Max Bates,
‘ thére were}som; ehcouraging aspects of the Alberta art scene in the
'1930§ and 1940s. Originating in the southern area of the provinée,
. the formation of an extensive pnograh af thé fnstitute, the settiﬁg'up}
of an art department atythe Banff School of Fine Arté, the cféating,of
community art programs throughout the entiré province, a]]A were
educational art programs for the Studenf or ihe adult amafeunw

The most important cbn;]usion thét can be drawn about Lthe'-
A]bérf; art scene in the 1930s énd 40s_js the fact thét the style of
"~ the Groyﬁvof Seveh was still .important, not 6n1y_in its major art
. institutions \but" especially in the regional cohmunities of the
province. The &néﬁituté fn Calgéry, once Lefghton had fetired; was
sympathetic to the Group because Glyde's personal connection; with

Jackson resulted in his own change of style. The Banff School of Fine

Arts, where Glyde taught in the 1930s and 40s and Jackson %in the
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1940s, cont1nued to have strong Group affi11at1ons throughout the twov
decades. Glyde's 1946 appointment to estab]ish a ‘Department of Fine
Arts in the Faculty of Arts at the Univers1ty of A]berta, Egmonton,
meant that here, 1in addition to a Forma] art . curriculum, his
‘sympafhies for the "national landscape style" would be indirectly, if
not directly, felt. There is evidence that Glyde's' influence, and
hence Jackson's, was exggpded most strong]y to numerous commuﬁity art
clubs comprised of amateur artists favouring landscape painting. It
.would, therefore, be appropriate to conc]udé that the individual whose
1nfiuence was profoundly felt in Alberta throughout the two decades
was H.G. Glyde, and through him, the Group of Seven in the person of
A.Y. Jackson. Although there Qere beginnings of emphasis on more
.modern trends, the’nationalist%c 1andscape(jnterpretation continued to
dominate the A1berta'art sCen; pgimarilélbecause of Glyde's efforts

. :
and enthusiasm.
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Chapter IV

THE INFLUENCE OF THE GROUP OF SEVEN IN THE FIFTIES

f:Durfng*{be 1950s Alberta artists §ECame increasingiy aware of}
odgh@ internationai art scene through reniews of important. exhibitions
::” profesgidnal journals, from first-hand accounts ef,the experiences
of A]berta_artists-who viewed such exhibitions, and from  those - who
rfwere ab]e to study under influential teachers in New York, the centre

1 Even the amatedr

of the 1nternationa1 art scene 'in"the 1950s.
artists of the prov1nc1a] art ‘clubs appeared to absorb some of the
concepts of the new apst;act art that pervaded the art scene of the
decade Yet, in generai‘\the members of the erstwhile Group of Seven
were st111 he]d in esteem. This 'was undoubted]y due. to the .baSic
conservative attidue of Aiberta Tandcapists, mostly part -timers and
amateurs. ‘- Further, the major Group of Seven retrospective exhibitions
~ which presented their painting to the Canadian pub]ic were held in
: eastern Canada, so that they had Tittle effect on Aiberta However,
4 smalier exhibits of Group paintings were sEnt out to the West by the
_ Nationa]'Galieryﬁand, as has been shown,-Wereiweii received.2 |

In this decade, the worh of the painters of the Group of Seven
remained an important part of Qanadian art therefore,_it was featured»
in the retrospective exhibit?ons of A.Y. Jackson .and Arthur Lismer
‘heid in the early years of the decade »LiSmer's exhibition, ”with
1mportant examp]és of h1S career  from ]913 to 1950, was he]d in
1951.3 Sydney Key, in his introduction to the Lismer catalogue,

s . e
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credits thevartist With_keeping a]ive‘the spirit of artistic freedom

by his Iecturing‘ an "tﬁed&doctrine of the ‘artist's right to self

ud

expression fkom one end of Canada to"the other. Harris comments

that Lismer' 3 work is never “sty11zed nor descr1pt1ve "5 Gertainly

~

these retrospectwve exhibitions paid tr1bute to the sen1or1ty “of the
members of the Group in Canadian art. wh11e the cata]ogue_wou]d be
available to few Albertans, reviews on this retrospective exhibit inv"

Canadian Art would be more accessible to many. An artic]e written by

Jackson credits Lismer with being able to create the impressive volume
of work reflected by the' retrospective exhibition despite his
inability to paint full time.® Andrew Bell recognizes the work of
the Group of Seven "as, a landmark in the deve]dpment of honestlart
forms in Canada" and -shows an insight into this aspect of ;he‘GroUp
style that might be interpreted as being influential 1h the search for:
new artistic 1nsp1rat1on of the 195057. Perhaps Lismer'é attitude
toward a continuing art educat1on may have been somewhat 1nf1uent1a1
in broadening educat1ona1 horizons of art students in A]berta in the
1950s. 'Bell refers to What he feels is Lismer's best work. |
The best Lismer work in the opinion of this reviewer,’ is
unquestionably that wh1ch parallels the active years of the‘
. Group, that is from 1920 to 1933. These were the years
when those dramatic canvases, with all -their startling =
panoramic boldness, were done. This was the exciting time
when Lismer and his comrades with brushes were doing what
only good artists can  do--wrenching away from  their
subjects new truths for everyone to see. It was the era of
the Canadian declaration of artistic dependence. 8
Bell statestthat'Ljsmer's~work represents his preoccupation with pure
design, so that the reduction of his ‘landscapes or Esubjects_ has

i\
1
1
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e‘v

meaning and order. 9 This wou]d appear to be a**Va11d observation .
concerning this art1st S work.

That the Group of Seven ‘was still considered important in
‘Canada, fs'indicated in the National Gallery's travei}jng exhibition
of Lismer's'paintings; The Edmonton pub!lc saw part of the BOQ‘works
- of fhe}original retrospective. 'Norbury‘s review reflects the national
acceptance of the Group as“he comments on their importance to Canadian‘:
arf, emphasizing their revo1utionany importance in their'early years;
‘and dwe111ng on L1smer be1ng an "advocate for freedom of express1on in

all . forms of art1st1c endeavour."]o- The reviewer of the same
exh1b1t1on when 1t was d1sp1ayed in Ca1gary refers to the Group of‘
Seven as "one, of the greatest schoo]s of landscape pa1nt1ng , and
emphas1zes the opportun1ty of v1ew1ng L1smer S work represent1ng his
"1engthy career.]1 ’
Members of the Alberta art. commun1ty and an interes%ed public

had access to McLe1sh S September Ga]e, Lismer' s “biography, pub11shed

in _1955.]2 .Thevauthor gives an extensive account of Lismer's career
f;nd_ his vre]ationship'.nith the Group- of- Seven, and emphasizes his
theories on art~edUCation. Therefore, public respect,. reoognition of
the importance of the Group» contribution, and“’interest in its
individual members was still forthcomino in the middle of the decade
Jackon S retrospect1ve exh1b1t1on covered the per1od of his

~career from 1902 to ]953 In thehcatalogue, Martin Baldw1n stated the

reasons for the retrospect1ves being presented to ﬁhe Canadian pub]ic.

i

The idea behind the venture is essentially this: that the
subject should be .a Canadian artist who won genera1
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_recognition over a period of years both with his co]]eagues
and the interested public,, and who has had, either by his
professional work or outside it, or both, an Jimportant
1nf1uence on the development . of art in Canada.13 ~ ,

!

Lismer's article in this exhibition catalogue emphasizes his view of

&

Jackson in»his'r01e~of a natioha] artist. It also reflects Lismer's

“own views concérning Canadian art és he regakded it in the 1950s.

3

Jackson 1is a pioneer in ‘this  country of the age of
discovery of Canada as a land to be painted, apart from any
consideration or respect for European techniques, attitudes
of pastoral serenity, or allegiance to foreign tradition.
He was one of those who were -discovering the nature of our
environment in terms of colour, light, and the significant
design of its forms--not the world of appearance merely,
.but searching: for an equivalent in terms of "our own
' ever-=changing scene. . . . Today we discuss the term
"Canadian art," with lessening conviction of its importance
in. our day of internationalism and of inter-spatial"
divinations. - Today, these words "Canadian Art," as applied
to painting, are regarded as a cliche of regional .
jmmaturity. . .. But take it back thirty years--the words
“Canadian Art" become more than a hypnotic slogan. It is a
mark  of  departure ° from academicism and  European
romanticism. Such a movement was . . . inevitable to
Canada. 14 L . : : ’

Jackson's trips to A]berta_f#om 1937 to the 1950s (the years he
painted and sketched in the province) were reflected in his paintings
of the Alberta landscape whfch were included in his exhibition.15

Unlike Lismer's retrospective, there does not appear to have been. a

National Galjéry fﬁave11ing exhibition that brought part of thiS show

to Alberta in the 1950s. Nevertheless, the‘A]berta public was made

aware of'it ih'Canédian Art‘ for the magazine'paid tribute to Jacksoh

w1th artvc]es on h1s career as we]] as his art ]6 It also indicated

'that the art1st was st111 regarded with respect in 1960, when the .
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periodical included an  "Artist %n Action" series, one of them

featuripg Jackson in an interviéw‘withaLawrence Sabbath. One should
At :

recognize the artist's cautious accép;aﬁ@q of the more abstract style§
of the 1950s, when he replies to Sabbath's question regarding the

direction he thinks Canadian art is taking.

: i

. . . It's moving in different directions. Now we get
shows from -all over and the young artist can't avoid being
influenced. He'd be a fool to shut his .eyes to what he
sees but it's difficult to know what effect it will have.
The young artist who,imitates Matisse and Picasso isn't
going to get ahead of them. We don't have artists who will
lead in the modern movement and we're' apt to become
followers.

. . The Group of Seven is over. You don't see any of
their influence today at all. The young people aren't
painting the Canadian background very much. They are
working from 'nature but stylizing it, partly abstract,
partly non-objective.l7 e

Jacksoﬁ‘s'éutobiogréphy, A Painteﬁ’s4Couht§y, reviewed by R.H.

'Hﬁﬁbard‘in Canadian Arpf,gave Alberta artists exposdre to the writings
by a Group member. .The review’commeﬁtg on Jackson's book, reminding
"ys at a critical time that a vast and wonderfu] country 1is still open
‘to Canadians, along with the qualities which the frontier -inspires of
liberty, équa]fty, and . 1"r‘ater‘n1‘ty._"v18 ~Hubbard feels that the work
fs also va]uabTe for "tontaining many first hand accounts that cannot
be fouﬁd anywhere e]sé."]9 'However, during the'1950's, the National
/ Film Board of‘Cénada circulated fwo films; one, featurihg Lismer, was
produced .in '1952,\ the ‘other,~ about VarTgy, was re]eased in 1953;
'_These‘two’films provided additional “first hand" information Eegarding
the ’Group ~of Seven and therefore; vfhey “should bé recognfied'yas a

valuable source of biographical information, providing artistg:andAart
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studeﬁts alike with a visual account of two poteq}igi role-models:
Lismer and Varley. o

Jackson’ was_ the on]x‘member of the Group who continued to paint
in Alberta jn the early 19505.20 He was honoured by the Unj?ersity
of Alberta in 1951, with the National Award of Art, given "for the
purpose of fostering a greater apbreciation of the arts in
Canada."?!  He a156 undeftook a lecture tour with Frances Loring
(1887-1968), Canadian sculptor, into the Peace  River area, in 1952,
and as he Fomments in his autobiography, “we addressed gatherings in
séhoo]s ané community haHs."22 Thg public pf southern Alberta was
'" ab1e to hear Jackgon,ta]k about hisfartistic career and the Group of
Seven. In a‘1ecturé to hembers of the Alberta Society of Artists at
Coste House in 1951, he recalled his ear]y’visfts tomégstern Canada,
where, as he put it, "art as Canadians_knew ﬁt waéiﬁnheard of ." He
gave an account of the Grodp struggles and experiences, but finished
on an optimistic note with the statement thatﬁ“since that time there
- has been an increasing interest in Canadian alr‘t."23 Albertans again

had an opportunity to be exposed to Jackson and the Group of Seven

when Fraser Perry published his 1ntekv1ew with the artist in the

| Lethbr%dée Herald 1in September 1959.24  Jackson's views on such
artists as Piﬁasso,' who, he feeTs,k "spoof§ the pubiic with

abstractions" might not haQe been ‘shared by the more informed Alberta
artfsts: Hehdoes express empathy Qith present day artists, who are
more acceptéd and resbected: than members 6f tHe _Grbup were in the
first years of thgir formation in_thé 1920s. Jackson reinforces his

‘belief that Canada has many areas worthy of painting, as he states
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that more painters are now aware that~théy can paing'in any 1Bcation,
‘ not just those aFeas such as Banff that pdssess beauty and grandeur.

| Jackson's visit and §ketchjng.trip to southern Alberta in the
.spring' of 1954 yielded several works which reVeal the shifting
attitudé to form as observed by Dennis Read. He indicates that the
artist's»1aterﬁc§nvasses are more painteriy and show less interest in
thé articufﬁtion of form.25 Christopher Varley's criticism that
many of Jackson's works are too general might apply to these paintings
.of 1954.2§ They do indeed tell us little about the particulars of
the scene he is debicting. Yet Reid feels that the absence of  the
"particulars" is not important 1in the artist's later works.27
However, in spite of the fact that Jackson continued to visit and
.skétch Albértg, it may be conc]ﬁded that few members of the public,
with the exception of the artist's friends aﬁd sketching companions,

4 .
saw his works of the 1950s, since none of.them appear to have been

exhibited in the West during the decade.?8 | v
The Alberta public interested in art continued to have
opportunities to see works by the Group of Seven, although more of
these exhibitions appear to have been he]diin the>ear11er part of the -
decade. A collection of Canadian paintings belonging to an Edmonton
collector and exhibited at the Edmonton Museum of Art in 1950, were
reviewed by Norbury, who ]audéd the choice " of such artists és
MacDonald, Jackson, Harris, Thomson, Lismer, and Carr. In view of- the
fact that they were -exhibited in 1950, his .choice of words, describing
these artists as "modern" Canadian painters, questions how informed

qubury actually is about contemporary art.29
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Hedley, on the other hand, reviewed the display of Harris' work
at the Museum in 1953; in a knowledgeable and scholarly manner that
would heighten the Edmonton public's awaréness of Harris' artistic
&eve1qpﬁent. He céomments on the fact that, of the former Group
members, Harris appears to be the "most daring" and has explored art,
from realism to abstraction. He mentions that in his painting,,the
artist "stripé off the outer surface of the‘mountains to §ive us what
he considers the true reality . . .". Hedley feels Harris' paintingsw
are well executed, have harmonious coTorsiand'simplified forms .30

Travelling art éihibits continued to be presehted to the Alberta
pub]ic_in the 1950s. An Edmonton exhibition of works of the’' Western
Canada Art Circuit Was'rev16wed‘in.0ctober, 1950, by Norbury. Here,
he is cautiously favourable toward experimental attitudes of the
artist§ involved. He pays "tribute to thé independence of vision and
thought in the western provinces." He indicates too that there are “a
few examples of thé‘hbdern introspective brand" and comments on the
"praiseworthy independéhce of action and outlook that indicates
_ g;owth.“ A]though he mentions few of the titles, he comments on
Glyde's muraiitechﬁique as being "sﬂnf]ar'fo that of the early Italian
fresco," Bates' work being "delightfully naive," Nicoll's art having
"design, 1light, and texture," and Stanford Pérrott (b. 1917) as an
artist "having much ability of a quiet type."3]

The public of the northern Alberta region, and particularly 1he
area of Edmontbn, had opportunities to see more varied types of art

exhibitions as the move of the Edmonton Museum of Arts to the Richard

‘Se;drd mansion in 1952 expanded the faci]ities.32 Hed]ey‘s review
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of an exhibition of Glyde's landscapes of Alberta and Britain in 1953,

.+ refers to the work Miners' Cottage, Canmore, 1950, (Edmonton Art

f 1Gallery) and points out the manner “in- which "the light-coloured
' cottages attract attention. w33 One can obs;¥ve the Group of Seven
influence ‘(again; no doubt, through Glyde's contacts with A.Y.
Jackson) in the .shapes of trees, the rhythmic curves of’winding river.
Hedley's review of another 1953 exhibition at the Museun shows
his awareness of the difficulty the ﬁub]ic might experience in
accepting more contemporary styles of painting.34‘ Again in 1954
Hedley attempts to clarify some aspects of modern artistic methods and
styles as compared to more trqditidna] ones, as he comments on an
~exhibition of "progressive" westé;n painters.35
Hedley appears to parry criticism of -a 1954 exhibition in
Edmonton of the Canadlan Soc1ety of Pa1nters in Water Colours, where .
the range was from realism to the non- obJect1ve éiy]e He defended
non-objective art strongly ahd stated that "it is use]ess,to try to
push the clock back in the work of modern artists, and that fhéludeé
all the best painters. These styles are here to stay."30 Thé§é.1\
fﬁ reviews indicate that the Edmonton public was exposed to, and reactgq
to art different from the now trad1t1ona1 Group of Seven. i

)

The Edmonton Art Club continued -to lend its support to the

37

"Edmonton Art Gallery. Members of the Club con&ributed toward its

building fund, and ‘1ndivjduals continued to offer assistance to

38

gallery projects in many Ways. Several of the Edmonton Art Club

annual exhibitions were reviewed by Hedley during the decade, and here

his remarks are carefully tﬁbught out, with little adverse criticism.
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v 1953, that most of the paintiﬁgs in the annual

exhibition are naturalistically rendered landscapes, a few others are

more 1maginative.39 His review of the 1954 exhibition points out

that landscape as a subject still makes up two thirds of the show.40
Hedley reviewed again 1in 1959 the annual exhibition of the
Edmonton Art Club and indicates that some "modern impressionistic"

41 The reviews

work and ‘"abstract paintings" 'were in the show.
indicate that the Edmonton Art Club concentrates during the 1950's on
a rather conservative apprdach to 1andscape painting, sé that it is
fair to conclude that the Groep of Seven sty}é@yas still acceptable to-
ité members. | ‘ .

In the 19505 McNaught continued to teach art in the Peace River
region.' Her painting still reflected the Group of Seven style in the
use of broad strokes of pa1nt rendered in strong colours aegfthe

rhythm1c d351gn, typical of that 1nf1uence Her painting Entrance to

Monkman Pass, 1950 (collection unknown), (Fig. 17), is indicative that

the Group, of Seven influence is still featured strongly in her
vgork.42 The visit. of Jackson and Loring to her studio, when ~on
their lecture tour in 1952, }s an acknowledgement of the respect in
which MeNaught was held in the art circles of northern Alberta. With
respect to Her ’teac%ing and 1nf]uence,, it vmight be appropriate to
conjecture that McNaught's-Group of SeQen-inf1uencedvsty1e of painting
would have been transferred to her pupst. Perry gives an indication

of this in:: jﬂ~

{9
U

Betty, drawing from her own training at the Ontario
College of Art, always stresses to her students the use of
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shapes and forms, asking them to relate all objects to
their 'simplest-level; . . .

Colour is also important to Betty. She is not afraid
to use strong, vibrant colours . . . _

She pays tremendous attention to texture. She loads
her brush with paint and lays- it on in strong, definite
strokes, ‘letting the roll of the brush create ridges of *
texture, which, under her subtle control add depth and
dramaiéo the paint1ng

y changing colours and laying one beside the other,
she forces the eye to blend them . . .
’ Betty has -created her own unique approach to o0il
painting by creating richness with texture and vibrant
colours. '

4Southern Alberta cpntinued to have’ support for amateur art
‘groups in the 1950s. The Calgary Sketch Club's exhibition of 1951 was
referred to as having "quality rather than quantity,"‘but this rather
faint praise is diluted by the criticism that some paintings “lacked
1mag1nat1on w44 | x

The Lethbr1dge Sketch C]ub continued to entertain Jackson on his
trips to that area in the decade. ‘Indeed, perhaps the members of the
club saw' more of his work than most of the Albggta public, since
Jackson was not on]y‘interesteq in having club mehbers accompany him
on sketching; trips, but e]so would display and telk about his own
sketches brought back from his trips to such areas as Yellowknife and
vicinity.45 ' Lethbridge Sketch  Club  members wopid Heve an
opportunity to see the works of other we§tern artists, for they jeined;
the Western Canada Art Circuit in 1950. -
- In spite of the exposure to Jackson and to the work of other

-~

artists exhibiting in trave111ng exh1b1t1ons, Hedley, in a 1954 review

%

of an exhibition ot'30 paintings by the Lethbridge art1sts. expressed .

the opinion that their paintings, consisting of mostly of‘1andscapes;
' ¥

-
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m1ght be descr1bed as convent1ona1, and were- “s1m11ar to tnose of the

ear]y days of th1s century."46 Therefore, while the Lethbr1dge

“Sketch C]ub may be commended for continuing to g1ve 1t9 members some'

/

: opportun1ty for creat1¥1ty, 1t appears to have rema1ned conservat1ve.

The Medicine Hat Communlty Art’ C]ub cont1nued their contact w1th

“the Banff Schoo] of Flne Arts, inviting Doﬁald Cameron, D1rect0r the

‘School to speak to members. Throughout the 19505 the Club contlnued
to have Un1vers1ty Extens1on 1nstructors, H G. G]yde, J.B. Tay]or, and

~ near the end of the depade, Leslie Graff (b. 1936) and others: Art

Club minutes repdrt on public controversy ‘over a contemporary artj%how'

in‘1955, featuring such artists as Binning and'Borduas, with emphasfs

on the fact that avant-garde works meant a boost in attendance; fLike
the Lethbridge Art Club, it may be concluded that,”in the 1950s, the
Medicine Hat Art Club remained fairly' traditiona] “1nv landscape

\

pa1nt1ng In spite of th1s, Patr1C1a Gordon conchudes “in her account
¢

of -the Club, that 1ts contr1but1on waJ 1mportant to the cultural 11fea
of'the c1ty Perhaps 1ts ‘most ra]uab1e effect was as a veh1c1e for

1ts members to express an awareness of the 1mportance of" art in “the

commun1ty at 1arge 47

The Alberta Soc1ety of Art1sts p1ayed a fa1r1y act1ve role in

the provincia] art scene thromghout the decade, not only through their

;'exhibitions and meetings, but 'a1so» through their 'pub]ication,

High]ightsi Members of the Society seem 1nform%d regard1ng current

nat1ona1 and 1nternatnoha1mart movements 48

an

It is of 1nterest to ascerta1n from A]berta Soc1ety of Art1sts

-‘exhibjtion reyiews the EXtent to:which members may have absorbed some

7

'y 128
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of the more recent styiisticitrends.‘dThe 1953 A.S.A. exhibition, held
in‘bthe Edmonton Md?Eﬁm of Arts, consisted of 40 paintf%gs, some of
. which were non-member entr1es. Hed]ey's review is somewhat CriticaT
of the fact that the show is overcrowded with natura]1st1ca1]y pa1nted
'landscapes, although he‘ does concede that the qua11ty is high. He
expresses the opinion that more contemporary art wou]d have resu]ted
Jin a better balanced exh1b1t1on, and, 1ndeed, suggests that pa1nt1ngs
by the non-members show a more creative ability invg use of
tAhtomatism.49 : R :
The‘1954 annual A.S.A. exh1b1t1on, a]so held 1n the Museum, 1is

referred to by Hed]ey as be1ng “outstand1ng " He commends the use of
: stronger colour, and makes the statement—that the "old, academ1c style
s a]most gone," bewng rep]aced by "persona] sty]es " fle refers to

Annora Brown's "f1ne colour contrast between ‘mountains and trees," the
'?"fwne rhythm coJour scheme by Lethbr1dge art1st M1chae1 Pisko" «b.
1913), 'the 1nterest1ng persona] sty]e", of Ca]gary art]st Rolf
K‘Ungstad (1929- 1982) and the work by I]]1ngworth Kerr as the "most
effective and a]ong cub1st 11nes n50 :

The catalogue of the A.S.A.'s” 27th Annual Winter Exhibition

8), reveals some changes in the work of a few of the artists of

- | . , »
the Alberta Society Artists. The work of Ron Spicwett (b. 1926)

‘ abstracts in Evening Pines the foreground shapes of trees into 11near,

‘'somewhat sp1ky lines and p]aces them aga1nst a background of curved
shapes of co]our.51 1 Bates, in a -1960° artigle po1n:s~ out thatk

‘ Sp1ckett S work possesses a‘lineartquality and_ref1ects something of

the artist's philosophy that "we live with nature as part of it,
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rather than above it as conquerors." This concept;'and‘the artist's

expressed aim to "make a symbol of realfty,twis_reflected tO‘a\marked

degree in Evening"Pine\s.52 Janet Mitchell (b. 1915) exhibits\\aaf

lToosely sketched- autumn landscape of 1957; vertical linear motifs of

—~—

the foreground and so11d1y out11ned background hills are painted in

her expressive style. Guest art1st Nalter Drohan (b. 1932) ref]ects a

\

sweeping use of brush and..pa1nt 1n his abstract pa1nt1ng Rolf
Ungstad's entry as a guest artist concentrates on the aspect of‘

depicting 1ights in ~a 'night landscape, using strong 11nes and

contrasts, a1so in an abstract manner. 53

" Clearly, H1gh11ghts, the pub]1cat1on of the A]berta Society of.
Artists, provided a vehicle for the dissemination of 1ts members'
opinions, and a means of educating'Alberta artists by making them more

aware of current national and international artistic trends, Kathy

. . b !
Zimon " observes. that this publication served a valuable purpose for

@

Alberta art.54
- Early in theidecade, Maxwell Bates expressed concern about the‘

Standards of art set by A;S.A.'members”in their exhibitions.

Unanimous agreement on the necessity for a higher standard
must be reathed before the. Society can hope to make real
progress. It is demanded by a public more sophisticated
‘and more interested in the arts through the effects of art
education in our commun1t1es£ and because of our rapidly .

1ncrea§1ng popu]aw 5 \
James Nicoll expressed his opinioh- over traditional artistic
attitudes and practices, in Highlights, March, 1951, stating.that

"tradition has lost #its compulsion,” andtthat "it appears evident that
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’fresh‘ experimentation is necesséry to offset exhaustion and
decadence,"56 That™ same year, in the December issue of Highlights,
Nicoll eXpresses more optimism  about éty]iﬁtic' changes in members'
paintjngsf

More arresting features of our local scene are to be “found

in the increasing diversity of interest and approach. Many

of them are now experimenting with styles . . . _which have °

been in flux in Europe and America, for decades.57

A similar thought is expressed by Ralph Hedley in Highlights,
September, 1953.

e
rd

Today'jartists are exp]oring new forms, seeking for eew v

ijdeas, and abandoning to a considerable degree the

‘representative methods of the former era.>

.HenSOn, in a December, 1956 issue‘e%"ﬂighliéhts,‘discusses the
fraditiona} approach to Tlandscape painting .as eyid%p£;~in A.S;A.\
vexhibitions of the 19505.' He feels t he problem facing landscape-
artists is the fact (fﬁ%%fvppe works should be more than a factual
record Of that 1andscape;f%he credits.younger members wﬁ% have tried
to‘approach-art in a progressive manner. He concludes.that "those of
you who Sti]] paint in a conservative and~traditibna1 style might give
serious thought on how best we might live and paint 1n'19§;, rather
than t@e.way we did circa 19]0;"59'

fH]ingworth Kerr, the Head of. thevanstitute; affihmed‘ his
support for abstract paihting in a Hfgh]ights‘artic]e‘ofv[956.

Let us be honest ‘regarding er need for abetraction--ourb

self expression (must) become more meaningful and more
aesthetic . . . . Let us begin with our mental cobwebs.60
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" Ron Spickett's year at the Allende Iﬁsfifute in’Mexico resulted in an
article in Highlights. He negated ‘the use of illusion -and hence
denied its importance in landscape.painting. He wrote about the role-
of order in art.

To 'withdraw from the illusion and sever the rocess of :

beauty ®s the ultimate motivation . 81

courageous act and a responsible one. . For what br1ngs

greater - respons1b1]1ty than freedom.61

Members' view on modern art Werevoften expressed in HiQh]ights. The

Picasso “show off1957 was seen in New York'by several A.S.A. members.
Wes Irwin, voiced his aﬁpreciation for the "authority, poWer and
'stfength of compositﬁon"'in the works of fhe exhibitioﬁ: He deplored -
the fact that Picasso's paintings lacked "any form of béauty."Gz
Kerr- reacts by stating thét Picasso is "the enigma.of ouf time." He
| feels that the artist's “maStef of design mechanisms" is "set aga}nst
exqu1s1te draughtmansh1p" and is the "he1ght of satirical symbo]1sm

&

Kerr does cons1def Picasso's work as-having an “1dea that transforms
our présent rea]ity."63 R | |

: During the ]9505 the pub]icaéions in Highlights, indicate thaf
. in this periéd a transition took p]ace from a more traditional
landscape approach to a progress1ve, non- f1gurat1ve style. It should
Ke noted that many A.S.A. members were professionally trained who,
through exposufe; tried to keep abkéast of - contemporary art
movements. In sma]]er; regional art t]hbs hosf members were usually

amateur artists.who tended to be conservative in their approach to

landscape painting.
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There was recognition for a few of the professional artists in
1955 when they took part in a government sponsored competition, the

purpose of which was the selection of eight pa1nt1ngs by Alberta

art]sts. These were- reproduced jn The A]berta Golden Jub11ee

”Antﬁologx, a publication designed as part: of the commemoration of
‘Alberta'S‘SO'years as a;prov{hce, and 1aﬁer perchased towbecome,part
ef a permanent provfntia] art éo]]ection-64 ~In addition ‘to tﬁe
eight coloured 111ustrat1ons, there were b]ack and wh1te draw1n$s -and
end-papers that were executed by H.G. G]yde . Glyde's. 111ustrat1ons
show Group of Seven influence. The paintings and draWings chosen for‘
the publication included works by J.B. Taylor, H.G. G1yde, ‘EupHemia\
McNaught, and Annora Brown. 65 | -

It is ev1dent that the work entered in. this ngernhent

~ competition reflects aspects of the Group of, Seven landscape tradition

in the artists’ ‘pErsonal style. Glyde's” Vegreville, Alberta (n.d.)

"~ has a rhythmic'emphasis in‘foregkound interpretation. and ribbon-like

clouds - typical of the .Group,f.and shoWs Jackson's influence ‘in the
& | .

dominance of grain elevators in the compos,1't1'on.6'6 Yet ‘Glyde's

colours are somewhat earthen and.more tonal than those of the Group of

Seven, and reflect his English tréining. McNaught's Edson  Trail Days
'(h.d.) emphasizee the depiction of figures, but the curving sweep of

road and sky has the strong rﬁyihms of the Group of Seven. Brown's

Prairie Chicken Dance (n.d.) has the bright colours that seem "to be
the heritage of her Ontario College of Art ffaining.and Group of Seven

influence, although her work is bfimari]y'cuﬁist in.origin. Tax}or's

Alberta Badlands (n.d.) usesvthe tradifional landscape theme, but his
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work is more reflective of his interest in light and a close view of
the rocky 1andscape of the badlands.

One can conc]ude that the nat1ona11st1c landscape theme, the
‘cho1ce of tolours,  and the broad]y painted rhythmic motifs of the
Group OfFSeven‘wehe npt entire]y'ignored by these professional A]herta

- artists such aé G]yde«and‘McNaught whose work was considered to be
¢}

among the most super1or mn the prov1nce Traditional works such as by
Schintz, Hyndman, Barry and Tay]or were - represented a]ong with more
cubist- 1nsp1red pa1nt1ngs such as by Brown

| Throughout the 19505, art1e]es which surveyed theeCanadian art
scene were published in mapazines throughout the country. Eric Newton
intended with his 19547tognfbf Canada to give "a bird's eye view of
the - artistic 1life "of the DominTOn:" ‘He gives. htf reasons for

concluding that differences-do exist between regions of Canada..

There was - a t1me, less than twenty years’ ago, when the
Group of Seven threatened to unify and to dominate the
-~ whole of progressive Canadian painting. The Group achieved
the extraordinary feat of revea]xng Canada to herself as a
3 vast, largely untamed, almost uninhabited - continent, -
v1o1ent in all, its phys1ca1 manifestations . . . . To the
Group of Seven -and their followers, Canada was nothing but
a landscape . . . . Their type of energetic symbolism
could hardly cope with the featureless immensities of the
Prairies, still.less .could it cope with a Canada settled
and tamed by human beings.
That phase is now past. It was a necessary phase and
a courageous one. Without it, Canadian art could hardly
have come into being: but a new generation, more
sophisticated, more urban, but no Tless. sensitive and no
less productive, has supervened . . . . The bird's eye
~viewer has, perhaps, the right to comment on. local
© “"schools" which seem to be to be developing exactly as they
should, out of a‘combination of (a) local climate and
geograph1ca1 characteristics (b)  Tlocal enthusiasm,
. education and patronage and (c) wherever it can manifest
jtself, racial temperament.6 :

N
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New;on'é views on the opbortunities for artists. in A]berta,(and the
pro@incia] attitude toward art itself, would be very similar to his
comments on the pra1r1es in genera] He indicates that, ‘although

f
theregare more opportun1t1es for art1sts, the pub11c is badly in need

' of ant educat1on.

Bresky and Bates, in articles published 1n Canadian Art in 1955

also emphas1zed the fact that the artistic climate in Alberta 1acked
encouragement for artists. Bresky's article reveals some of the

problems encountered by Alberta artists in the mid 1950s.

The outbursts of fresh creative forces in the arts . .

have often clashed with self-complacent provincialisms.

" on one side is a majority which promotes material
comfort ;as a primary goal, on the other is a small artistic -~
elite which ‘is all the more .determined to achieve high
standards becausé of public indifference . . .

The well-to-do descendants of the p1oneers still
prefer ‘"chocolate box" studies of rough mountains,
dramatized in syrupy tones to ... . less .conventional

.~ paintings. ‘ .

"Bates, also, expresses less than optimistic views on the‘st@te of the

arts in Alberta in the 1950s, although he does point out areas that

are more positive. !

The prairie provinces have proved to be even Tless
sympathet1c to the creative artist than has the rest of the
country. As much talent appears here as elsewhere, but our
artists tend to go to parts of Canada which are more
cultura]]y sympathet1c or to the United States. ‘

. . There is some cause for optimism. The art

schools have inf luenced public taste. . . . The Coste
House in Calgary and the Edmonton Museum influence their
several thousand habitual and regular visitors . . . v

I believe most artists in Alberta have-“]itt]e
interest in regionalism ds expressed in subject matter.

. On the other hand, there are qua11t1es more . profound .
and more subtle that may belong to a 10ca11ty The prairie
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'is hard, slightly menacing, the light destroys bright
colour, there is c]and%y of out]ine. The climate is

extreme . . .
But regionalism as subject matter is much more the

business of the novelist than the painter.69 ) e

\ x

Despite the fﬁft that the state of Alberta's art scene wd§“v1ewed with

a fair amount®of pessimism by writers and artists, there were a few

artists-in the decade of the 1950s who felt that further study under
internationally trained artists was important. Kerr talks about his
painting after returning to Calgary in 1947, and his decision to study‘

under Hans Hofmann.

~

I still painted landscape and was thrilled by Calgary's
proximity to mountains, foothills and prairie. The 1atter
still eluded me and there loomed the hope that abstract was
the ‘answer to Western space with its vast scale, its power
of mood rather than tangible forms. So I went to that
great advocate of abstract expressionism Hans Hofmann. The
experience was as challenging as hoped for but I never did
successfully apply ﬂy new insights 1nto interpretations of
the great flat land.

-

‘Callahan affirms that as a result of Hofmann's teaching, Kerr
attempted to "construct w1th planes" t%at were aimed at "total use of
the p1cture format." However, she 1qd1cates that Kerr felt he could
not ignore colour, and he realized that "Hofmann's structu#ﬂ] planes
> could nogcbe applied to a big, clear prairie sky."7]

Kerr makes some thoughtfu] and know]edgeab]e statements about

‘the prob]ems confront1ng the Alberta pra1r1e landscape painter

. The prairie is a cruel - country, but it has mood. It

is a lie to paint it in pretty terms.
The flat land is a terrible challenge. It is almost
deadly to the artist. You have to draw on your
imagination. A Tot of what people look at in a Tlandscape
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painting is actually put there by man, the barns, fence
poles, grain elevators, towns, etc. But they are accents
only. The horizon is a domineering tryrant, one can't
escape it except by going abstract./2
Because Kerr experimented so much in the later 1950s with abstraction,
there appear to ‘be few of his landscape works available for that
. T :

‘period.  One water colour, a pre-Hofmann painting of 1952, Foothi¥s,

Harvest Time (private collection), (Fig. 18), has Group ‘of Seven

inf]uehces. His attempts to portray the rolling terrafn‘ through a
rhythmic delineation of space, and rounded formé of stooks, trees and

hills, falls back on his early trainingi73 A comparison between

xgﬁis work and one‘produced ten years later in ]962,_Spring‘Breakng,
(GLenbow Museum),"' (Fig. 19), presents aspects of Kerr's stylization
expé%jments in the intervening decade.74 Callahan's statemenf that
this work shows "an obvious influence of Cézanne's habit of creating
spacé with a build-up of 'p1anes“ may' have tva11d1ty.75 However; it
‘might be argued that the strong horizonta]vareas of colour coﬁ]d be
interpreted as Kerr's Group of Seven 1e§acy, although particu]éf]y
since the vaSt,vv]one1y 1apdscape is quite alien from Cézanne's
depictioné‘ of ;goﬁthern_ %rénce; Kerr, then, retains aspects of the
Grouﬁ‘of ‘Seven in{his landscape, a tendency which will become more
,pronodnced in the following decades. |

The 1957 Emha Lake_workshop for prairie artists pro&ed to be
meaningful for? severa] A]bertal artists. Kerr wrote in ‘Highlights
abput the two-week art seminar that was conducted by New York painter
and -teacher, Will Barnet —(b; 191]) and found that a searcﬁ for

individuality was emphasized in the course.’6

4
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Wa1ter \E:ohan and Rolf Ungstad attended the 1959 Emma Lake
workshop, conduZted by Barnett Newman (1905 1970). Drohan wrote of
his fmﬁressions in High]ights and he felt that the ijdeas expressed
jndicated Fdissatisfactien with avid regiona]ism,“ and that
"abstraction was replaced by personal imagery." Other concepts
_empﬁesized were the use of cheur rather than tone and thaf there must

be "less emphasis on the effect of environment and nature on the

pa1’nte|r'."77 It is quite ‘clear that the 1959 workshop _under the ‘

leadership of Newman placed little importance on the interpre tion of
the western landscape in a traditional realistic manner. ,

Of the A]berta art1;ts that attended the Emma Lake worvéhee >
Marion Nicoll appears to have been the most 1nf1uenced by Barnet. She
refers to the fact that in painting under Barnet, "a]l of afsudden, I
was just cut loose." She re]ate; that the Emma Lake experience
triggered her determ1nat1on to study in New York resuliting in her
‘worklng under Barnet in 1958.78 As Leslie Graff comments, Nicoll's
paintings under Barnet developed "a sense of design, and a feeling for
space, ideas, dimensions, a flattening out of her work."79 Her work
at the end of the 1950s and beginning of the 60s gradually returned to
an interpretation~pf the landscape involving, as Barnet described 1f,
"e painting language to express imagery,t the - structure and ::e
atmosphere for her everyday surroundings."gO Brooks Joyner refers

%,

to the period after 1959 as a “transition to . . . more concrete and{”ﬁﬁ
> et

severe abstraction" and “"re-definition of landscape painting based On\e;j

her new discoveries.“e] Nicoll's work Alta VII (Winter Morning),

1961, (private collection), (Fig. 20), has geometric; clearly defined,
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shapes of strong colour that reflect theffaitist's concep;ion of
landscape in an abstract form. She defines her concerns for apstract
interpretation of the Alberta prairies.

Painting for me is all on the picture plane, the actual

surface of ~the canvas, with the power held in the

horizontal and vertical movements of the expanding colour

shapes. There can be, for me, no overlapping,

transparencies or fuzzy edges--all of these are a hangover

from romantic, naturalisitic painting. 82
By the end of the 1950s, N1co]1 had def1n1t1ve1y d1vorced herself from
any 1nf1uence of her early tra1n1ng at the Ontario College of Art,
except, perhaps, her need to interpret the landscape which surrounded
her. She does credit Leighton with having?an effect on her work of
the late 1950s and into the 60s. She refers to this influence’ as
"Leighton had given me such a gbod' basis that colour became an
éUtomatic thiﬁg almost, it wasn't a deliberate thing."83

Maxwell Bates continued to be a force in the artistic milieu of
Ca]gary‘in the 1950s. Although better known for his figurative works,
Bates painted landscapes extensiVe]j, Eeginning in the 1950s. An

article in the Visual Arts Newsletter 1983 cémmemorates Bates' life

and career and refers Vto ‘his landscapes. It indicates’ tﬁat an
exploration of landscapes in the early years of the decade resulted in
the artist arriving at a "personal style jn the mid tb late 50s by
subtly introducing the qualities of sﬁmp]icity, directness and
contrasts into his .aesthetic orderihg and arrangement of elements into
his landscapes."84 | The artic&e emphasizes <the shallow space

deliberate]y used by‘Bates, yet with "a touch of man" which the artist



feTt was important in felating to the landscape. The writer réfers to
Batesf'Post'Impressionist-Fauvist heritage which is stii] evident in
his works f}om,]955, where'hi§\mkthods of using su;¥aces that may be
broken up with jagged brushsf?okes o}. others that are more flatly
painted are strongfy evident. This style -of painting, whiéh involved
sjmp]icity, directness and contrasts continued to be evident in his
land$gapes and in his figure work . | “

Bx the 1950s there was little or no Group of Seven influence
evident in the' two teaching institutions of SOuthern A]berta."Karr
reveals ‘the ¥act/ that in the late 40s and early 50s, the teaching
staff at the P}oVincial Institu@e of Technology and Art,cdnsisted of
former students of the Institute.85 Leslie Graff,'in i982, commeﬁts
"that the instructors at the Institute during.thé“19505 were, with the
exception of Kerr, "hame-grown"'A]bérta artists, who having learned
their craft fromﬁtransp1anted English-traditional teachers, set out to
make their own traditionsa Graff indicateslthaf these instructors, as
teachers- and artists, prqvided the backbone for the artistic climate
of southern Alberta, and, indeed, 'thé artistia 'root; for .tﬁis
_provjnce.ss Blodgett's painting styley which originally had aspects
/of Leightbn'EéEngl{sh landscape teaching as well as Glyde's Group of
Seven 1nf1uence, deve]oped into a 1ooser, more abstract style in the
late 1950s, no doubt as a result of Barnet s teaching at the 1957 Emma
Lake workshop.87 Perrott, a 1939 graduate of the Institute, went on
to further studies with Barnet and Hofmann in the 1950s. 88 As an

artist, Graff feels that "he takesgﬁhfuge in regionalism as the heart

of the Prairies versus the international view."89  Yet as a teacher,
. . . /



a more international approach is expressed by Perrott 1n a letter to
the Nicolls when he was studying with Hofmann who, as he 1ndicates,
"teaches much of yhat we teach at Tech, but clarifies contemporary art
by showing its application."gol Marion Nicoll did not teach painting
‘during the decade, but ay a design teacher she would convey her stro;g.
feeling for abstract interpretation qf space that she had formu]ated
in her years of study.91 Rolf Ungstad, another student of Nicoll's
from ]951-1953, appears to have received a great deal of support in
his "1ncofporating Nature into his designs on two levels, both
visually and concéptua]]y."gz’ Neither Graff ljn his interpretative

landscapes nor Ungstad in his soméwhat abstract yet subjective

paintings of the Tlate 19505 show Group influence in their work, and
' 93

L 'v
appear . to be fo"w$1ng contemporary artistic concepts. Certa1n1y

Alex Janvier (S?Q ffh), also N1co1] s student who graduated in 1960,
uses 1$rge1y déJ u his paintings, and ref]ects, to some degree,
Nfco]]'s influence in his. style and method of interprefation.94 The
art of Doug Haynes (b. 1936), 1958 grd&ﬁéte of the Institute, shows
contemporary - abstract = influences in work completed 1in the early
]9605. These extremely tactile works with their solid central images
executed ‘1n‘ earth tones aré' concerned with abstraction, no doubt
derived in part from his ihstructbﬁs at the Institute. 9% o
In summary, there is conclusive evidence that throgghout vthe
19505 instruction in the art deEartment of the‘Provincial Institute of
Technology emphas{zed international styles and contemporary subjective
'interpretations rather than traditional regional landscape painting.

Indeed, Kerr reinforces this conclusion when he states that the
&
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¢hepny.]0Q , G]yde, and Taylor‘ (1nstructgd

\
* by Inst1tute 1nstrud¢ors in the1r teaching durﬂng the 1950s.
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instructors in the department attempted to instill modern ‘techniques
'e

'1nto their students as much as poss1b1e, to enable them to "face a

\
modernfiea‘ woer*“éHi—fwkayner\s statement that "by the" late fifties

2 o !
qontemporary abstract1on was « cpalleng1ng traditiona] ‘representa-

-tionalism in A]berta" is certainly true for the .professional art1stsk
teaching at the Inst1tute 97 Indeed, the stylistic concerns as
touted by the Group of Seven artists appear ko have been disregarded
98

The Banff Schoo] of F1ne Arts carr1ed ‘on its art fnstruction
during the 1950s even though Jackson d1donot partlcipate H.G. Glyde

-continued his" teachwng there, as d1d "Jock Macdona1d and Jack Taylor.

Nancy Townshend 1nd1cates that throughout the 19505 the Banff School -

was still 1nvo]ved in'fa landscape pa1nt1ng, trad1tion, and her

reference to the 1960s being a decade that attracted a 1arge number of

amateur students,.~but fewér‘ profess1ona1 art1stsb. may have 1ndeed

begun to app]y to the 19505 99 Perhaps the fact'that there appear

to have been few: changes in™ 1nstruct1ona] staff as we]] as; a

s1tuat1on of hav1ng large groups of amateur students, resu]ted in a

'4‘__1ess chal]eng1ng env1ronment for professwona? artists duiﬂng these two

decades. g | | Q'” lz; i;q~ S -\
. Vo .
-H.G. Glyde, s1nce ]946 at the Un1vers1ty oﬁ Alberta, - in

A
Edmonton, and head of 1ts Fine Artstepartment s1nce 1947 expanded-

and en]arged the scope of this Department 50" that by: 1953 students

cou]d major +in art w1th courses ' in stud1o workglart hlstory,‘and art.

A

since 1947), were joined -

by Norman- Yates (b. 1923) in 1954, pf the three instructors, the one

. : /
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who had the most affinity with*the Group of Seven was G]yde, whose: own

painting st111 ref]ected sty]1st1c -aspects of Jackson's works although
h1s colour was never c}ose to the Group of Seven Hoaever, Glyde's
teaching methges were based on the . trad1tﬁona1 art thainﬁng he
received whiie a student in England, for emphas1s was p]aced on
vdrawingvthg figure. It is knOwn'that.G1yde admired the work of Sir
Stan]ey Spencer (1891 1959) ]O]v Speheer s figures"tended' to. have
mass and volume wth‘“h1s palette was somewhat dry and pale in thne.
Spencer's -approach to draw1ng»the figure, most 11ke1y, was reflected
in ‘Glyde's teaching. 102 Taylor, a 1947 graduate. of the Ontarwo J;
Co11ege of Art began pa1nt1ng the mounta1ns in the 1950s, probab]y
be1ng inf luenced by his teach1ng at the Banff School ‘of Fine Arts
summer session in the Tate 1940s and continuing into the 1950s. J.

AT]json Forbes comments on Tay]or's §ty1e of painting during the 1950s.

In the early f1ft1es .. the mounta1n§{hemes began to
appear. He was now ventur1ng into the big -elemental motifs
of Canadian painting. For ‘any Canadian painter raised
"between the wars the overwhelping force of the Group. of
Seven was something with which one had to come to terms. '
-Perhaps. Taylor's study ‘with Dumond . . . may have

given Taylor a love of ‘the interplay of 1light and dark.
S . At, any rate, in-his early years -Taylor developed his
) own versions. of this style which made 1light the subject
"/4matter of almost every paintings . . . As Taylor's work
o/ déveloped in the late fifties and early. sixties, it changed
" from the more descriptive mountain landscapes to landscapes
that emphasized both the surface texture and the under1y1ng

structure of rock and ijce.103

Tay]drﬁs 1952/WOPk Above Lake 0'Hara (privafe collection), (Fig.

21),~vdep1ct5» béﬁ%en rocks as. mountain subjects. "This  rugged

landscape, combined with the intermittent 1lonely fir tree in the
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m1d -zone, 1S rem1n1scent of "those w11derness motifs favored by the

Group of Seven, A1though Taylor's hand11ng of light and dark may not
) have been fnsp1red by the Group, he certa1n1y reflects the -Group
‘  sp1r1t in his 1nterpretat1on of this un1nhab1tab1e mounta1n landscape.

| “Yates, a 1951 graduate of ‘the Ontario pollege of Art, stud1ed

undermErié‘Freifield (b. 1919);and Jock Macdonald. He credits some of

his'ﬁiﬁterest in the pOWer“ of scale and‘ scale “re]atjonships to

Freifield, and- his _admiration for spontaneous; non-objective art to

Macdonald.]04 Yates' "w1nter ‘ Landscape, 1958, < (collection . of

artist), (Fig. 22), has a somewhat abstract style -that shows'iaq.
'1nterre1ationship~between fo?msfand'ground'by a rectangular patterning
on the surface of the wbrk-andkfhis~in turn emphasi;esvthe surface of
‘the paper as an 1mportant element. Yates maintains fhaf a]though the
Group sty]e and former gﬁ%up members were still respected and admired,
they were not regarded‘as 1mportant in the teach1ng,programme at the
University.]05_ It appears then, that: there cerfainIy was .sympafhy
for the Group of Seven style. Thglsympafhy is evident in the facti
that throughout the 1950's Glyde y\hostea’“‘ a number of ceceetiens. for:u
Jackson. Local artists we[e' invited to his home wheee, Jacksbn;-

' m - . | . 3
informa]]y,‘ Wod]dw show and discuss his sketches.  Jackson was

t

[N 4 . C, - 5
particularly’close-to the Edmonton art educator, Murray MacDonald (b. !

1898) .who had taught w1th him at Banff in the 1940 s.106

g S

%; gﬁfimThe dECade of the 19505 appears to have been one of . change 1n
séveral aspects of the A]berta art scene. Awareness of the Group of

Seven, and respect for the artistic contr1but1ons of its members,

~

- cont1nued to be fostered through retrospectﬁve exhibitions. However, -

e
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in soite of th1s exposure, there is some doubt as to the it‘nportance

attached to art b_y the general public, Even in 1971, H.G..\}\G’Ude's :

view was somewhat pe551m1st1c. He is quoted as saying that "i\t (that

, is, art) ‘is stﬂ] a low pr1or1ty . .. the thing that is so annoying

15 that it seems to be regarded as a fril1.v107 | '
JIn Alberta, vthen, the 1nf1uent1a1 artists of the 1950s were

_1nstructors at pnovmma] art 1nst1tut1ons G]yde, Taylor, and Yates

A'?\>‘4)
wére at ,.the)' i

é‘ty of A]berta in Edmonton, Kerr,. N1coH and

8 ,
"v‘u :,”

Perrott at the Provmcta] Inst1tute of Techno]ogy and Art in Ca]gary
‘McNaug‘ht s -sphere of 1nf1uence extended as an art” 1nstructor
throughout the Peace River area. With all of them the fact that they
were instructors meant that they had[ a direct impact upon the1r
students, the new generatmn of art¥sts.” . ;i |

.The decade of the ]950 S appears to have been a tramonal
pertod 1n regard to the att1tude toward landscape pa1nt1ng On the
one hand reg1ona1 art c]ubs and ama’ceur artists d1d continue in ‘some
form or another a ref]ectmn of-' Grooop“ 1andscapes Usually they did ‘
- not adhere to the "spirit" of the Group which favored the Canadia‘n%'
wﬂderness as subject matter. Rathé?, the echo of the Group can be
~seen in the use of broad'boid ’brushstrok'es, combined with a tendency
to vfla\tten pictorial fortnaxt .into generah’z‘ed shapes. A prime example .
of this regtonatst\"y]e can be found in thé/v;oWot Laura Evans Reid.
On the. other hand, the profeésional artists began to experiment during N,
the "1950"siv‘n'th. more contemporary”?art styles, leading often to
non-figurative'.e‘Xpressﬁons;“ ~Already in the 1940{5, Glyde noticed a

~decline in the interest in landscdpe painting among students at the
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Institute. -This trend *cgatﬁnued during the 1950's’ when. facu]fy
members at the Institute in Calgary sought furthef training'thergh
workshops - taught by leadiﬁév New York artists. In Edmbnton, “while
Glyde and‘Tay1or still concenfrated on traditional 1andscape‘paihtihg, v
,\ref1ecting the Group in spirit or st}]e, Yates appears to have been:

‘the more\progressive artist, experimenting with space and scale.
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FOOTNOTES

‘Chagter IV

: 1 Henry Geldzahler. New VYork Painting and Sculpture:
°1940-1970, (New York: E.P. Dutton and Co., Ltd., 1969), p .
The author points out the reasons for artists, both
American and foreign, gravitating to New York. He cites the artistic
climate as 'being favorable for the fostering of growth and 1earn1n?
because of the presence of many art teachers and art schools, as wel
as influential artists who reside there. In addition, the private art
foundations granting awards to artists, and the many art dealers with
their galleries geared to exhibiting new artists' work are in greater
numbers in New York than in any other centre. Hence the climate of
New York between 1940 and 1970 certainly was favourable to artists.
2 Canadian Art magazine was an “important source for
.1nformat1on and reviews of these retrospectives.

3 The catalogue - Arthur Lismer, Paintings  1913-1949,
(Toronto: Art Gallery of Toronto, T1950) indicates that the exh1b1t10n
was held in the Toronto Arf Gallery and then in the National Ga11ery
of Canada, Ottawa.

4 Ibid., p. 5.

5 1Ibid., p. 9. L o
o Nh11e Lismer's September Ga]e, 1921, (National Gallery of
Canada) would appear to have aspects of epic splendour, as Harris
suggests, it . retains aspects of ‘the flowing decorative style
indicative of that of the Group of Seven, particularly in the
foreground rocks and tree. '

6 A.Y. Jackson. "Arthur Lismer - His- Contribution - to.’

Canadian Art," Canadian Art, 7.3, 1950, p. 30.

. Jackson's comment on September Gale possessing robust
aspects and movement with the entire composition being unified and
clear- would appear to be a more concise analysis of this work than
that expressed by Harris in the catalogue published for Lismer's
retrospective. Lo o . .

A

, 1 Andrew Bell. ‘"Lismer's Paintings” from 1913 to 1949 in
Review," Canadian Art, 7.3, 1950, p. 91. \
A simlar viewpo1nt is also expressed by A. MaclLeish,
September Gale, p. 182. ,

8 Andrew Bell. “Lismer's Paintings from 1913 to 1949 in
Review," Canadian Art, 7.3, 1950, p. 92.

\

9 Ibid., p. 93.
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10 F, 'Norbury . "Arthur Lismer's Pa1nt1ngs Shown," Edmonton
Journal, January 23, 1951 Pes 3, col. 6.

| 11 »Arthur Lismer at Coste House Sunday," Calgary Herald, June
2, 1951, P. 28, col. 1. .

o
12 John.A.B. MacLeish, September Ga1e, [Toronto, VanCOuver:
J.M. Dent and Sons (Canada) Ltd. ], 1955, , , ,

- 13 A.Y. Jackson - Paintings 1902-1953, (Toronto: Art Gallery
. of . Toronto), 1953, p. 3. v v

14 Ibid., P- 4

15 Reid. A]berta Rhythm p. 64. - :

The painting . Alberta Rhythm, 1948, is listed 'in the
retrospective catalogue as Number 77, but Re1d indicates, that this
work was not exhibited 1n Alberta in the 19505

16" Canadian Art pub11shed art1c]es about Jackson in ?553
"R.Y.  Jackson: A Retrospective Exhibition," by an
anonymous writer in Canadian Art, 11. 1, 1953, pp. 4-5 comments on the
_Art Gallery of Toronto exhibit. *
. "A.Y. Jackson. ‘"Recollections of M
Canadian Art, 10.3, 1953, pp. 95-99. .
Th1s is an account of Jackson's first meeting with Harris
and MacDona]d and the early activities of the artists who ]ater formed
the Group of Seven.. :

Sevehtietnﬁsirthday;"

_ 17 Lawrence Sabbath. | "ALY. vJaCkson," Canadian ‘Art, 17.4,
1960, pp. 240-244. - ' S

18 R.H.'Hubbahd “Four New Books on Canad1an Art," Canadian
‘ALE, 16.2, ]959,’pp 122-129. :

19 1bid.

20 Reid. .Alberta Rhythm, p. 96 : . :

Reid indicates that Jackson was in Calgary and 1in the
Lethbridge areas in September and October of 1950, after his trip to
the north in August and September. ‘His painting of that year,
October, Twin Butte, 1951, (National Gallery of Canada), illustrated
in- Jackson's-A Painter's @ountry  (opposite -p. 97) has the aspect of
“rolling hills stretching to a background of foothills, and is typical
of the artist's interpretation of the prairies. Again, this appears
" to have been\exh1b1ted only in eastern Canada in 1951 (Reid, Alberta

Rhythm, p. 72).

: 21 mypiversity of Alberta Awards Go To Easterners," Edmonton
Journal, June 21, 1951, p. 5, ~0l. 5.
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22 Jackson, Painter's, p. 149. , o
McNaught ~also refers to the tour, and talks about

" conversing with the tiwo artists after the . 1ecture (Perry,' Euphemia
‘McNaught, p. 43) v ,

23 ncapadian Artlst Recalls Strugg]e for Native Art - Dr. A.Y.
{\Jackson and the- Group of Seven, " Ca]gary Herald, October 4, 1951, p.

%2, col. 12.

N

\ . : X .
" 24 Fraser Perry. "A.Y, Jackson Reveals H1s V1ews," Lethbrldg
Herald, Sept. 30, 1959, p. 17, “col. 1. |

25 Reid. #Alberta Rhythm, p. 10. A
The painting Country“Road, Alberta, 1954 (I]] 74) (Art
Gallery of Ontario) emphasizes the space of southern A]berta, but the
* brushstrokes. tend to be broad, the def1n1t1on of space and forms are
‘quickly- rendered.

26 Chr1stopher Var]ey o'Review of Dennis Reid's A]berta
Rh;thm," The Journal of Canadian Art Hlstory, Volume VII/2 1384, p.

27 @Gail Hutchinson. "fhe Later.wgrks of A.Y. Jackson," (Gail
Hutchinson 1nterv1ews Denn1s Re1d) Glenboy, 2.2, July-August, 1982,
- Pp. 4-5. , |
i
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Chapter V

.rThe'contrastfoetween t traditions of eastern Canada and
those'of the West can be mepsured in terms'of‘historftal background
‘and in the depth of opportunity avai]abTe.‘tO' the artists of each
region. ‘Eastern Canada, tbecause of: its longer history and greater
cultural depths; was the-natura1'ndlieu'to foster a nationalistic art
such as that of the Group ot;Seven. Since the West was still sparsely
populatedw in the first decades of the 20th ‘century, ft lacked the
artistic. tnstitutlo\: and organ1zat1ons that attracted profess1ona1

\‘\\art' ts and organize creat1v1ty unt11 we]T 9305 4 Hence, it

"/I-‘
e

was natura] to accept the doT1nance and soph1st1cat1on of eastern
Canad1an art, and consequent]i/ the West was recept1ve to a landscape

sty]e that emphas1zed the interpretation of the Canad1aﬁ front1er.

The art1sts who eventu#]]y formed the Group of Seven in the
1920s were profess1ona11y tra1ned severa] of them earn1ng the1r
living as des1gners at Toronto s Grip L1m1ted The1r d1verse or1g1ns
and tra1n1ng enhanced thefr\ common goa] that~ of d1scover1ng» a
nat1ona11st landscape 1nterpretat1on for the1r country . Nasgaard's '
theory that Scand1nav1an Symbo]1sm, as' presented in' the Buffalo

a’v
Tt -~exhibition of 1913 was a pr1mary factor in the conso11datlon of the

sty]e of the future Group of Seven, has been accepted as sound
‘During the 19205, member& of the Group of Seven d1spersed
. accepting teaChingv"posit19ns or ‘travelling :in order to pégnt ‘the

R
-
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uninhabited aheas»of the coungpa; The fact that MacDonald and Lismer -
were instruetoms nat the Gﬁtahidﬁftb]]ege of Art meant that their
influence was felt in A]bertashzhrough the western students who.
attended there 1in the 1920s. Johnston's presence at the Winnibeg

- Sehoo] of'Anf,-coinciding wﬁth that of Haukaness, was important for
| the fact that through the Nohwegianéinstructor, the link with A]berta
W//buld be estab]\shed Certalnly the West benefited, albeit briefly,
- from Haukaness, who had a -knowledge of Scand1nav1an and Fauve styles,
recognized the or1g1ns of some of the Group influences, and  was

sympathetic to the. Group of Seven -and :ts ideals. : »‘ \

 Harris and MacDona]d were members of the Groyp of Seven who

- returned for severa] summers 'to the Rocky Mountains in the 1920s. .For
:‘Harr1s, the grandeur and myst1£a] presence of the mounta1ns seems tb

I

have been of importance while MacDona]d S mounta1n 1andscapes revea]
h1s penchant for des1gn, a]ways a factor in his work Like most of -
' the ]andscapes of the Group of Seven pa1nters, the concentrat1on on
wi]derneSsﬁuntouched by'man is an overriding concern, .and absence of:
'human f1gure§ in the1r work 1is a@g&rent \ | ‘

The West, in strong contrast to the: East had Tittle to offer 1in
the way of art1st1c climate or encouragement in the first two decades
of "the 20th century. Although there were “early art organ1zatﬂons»‘
fbrmed they proved) to. be spasmodic, af best; ‘and ‘the dearth of*
awarenessv of artistic creat1v1ty "Was emphasizedv by the 1ack bf$ .

original art in a]f but the homes of aff]uent A]bertans Yet the fact

that‘there were . Group of-Seven exh1b1t]onsvas early as 1921 may'beg
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ﬁ;ﬂ v

Adam, who initiated to expose these 1mportant Canad1an art1sts to the
Alberta pub11c " | ‘

Art galleries and organizations which brought in 'exhibitiOns
thhoughout the 1920s 'Were instrumenta] in introducing the Group of
Seven to the public-at-large and to entists at a time when‘acadegie'
1ahd§cape,traditions,were sti]ﬂ favoured in the weet.

Newspapen reviews,of_art exhibitions were extensively reported
in 1oca1‘ Alberta  newspapers from - the eanly years of the century‘
These Journa{1sts who reported the art activities in- a consc1ent1ous‘

manner that often sought to educate the pub11c as well as review the

event, assisted in stimulating in general the oU]turalfclimategin\the

]
©

province. .

Art training for A]herta'nas est%bﬂiéhed on a firm footing when
the art department, headed - by Haukanees, was ‘forhed at Cé]gery‘s
Pnov1nc1a1 Inst1tute of Techno]ogy and Art in the Tate 1920s. This
meent that a pr0v1nc1a1 art tra1n1ng became a reality, and the -
NprofeSSionalism that resulted has been sHown to be a positive

influence on the provincia1-art scene.h Le1ghton s appo1ntment as head -

of the art department in 1929 had .a consequence that there ‘was -a .

2 -

d1 tinct emphasis on Eng]1sh academ1c concerns at the Inst1tute. H15'

sucdessor, Glyde, carr1ed on the,Eng11sh art trad1t1on 1n h1s approach

\/

to - orma] educat1on -in art. H1s conv1ct1ons that art shou]d be -

¥

enhanced by both the profess1qg§1 art 1nst1tut1ons and by the amateur

'unft1es of the prov1nce, a concept also-

‘\_’, \

supponted By Jackson, a close fr1end of Glyde, were 1nstrumenta1 in'

artists in the small

the re?1ona1 development of 1andscqpe pa1nt1ng Therefore, h1§ work

’ ] . e
\ B . . ty,gfg@ . - - . R .
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~ with the UnﬁVéfsity ~of Alberta ‘bepértment of Extension to bring
qualified instructors to the small Alberta community art clubs and his
continued §uﬁport in this regarﬂ for several decades‘mis recognized |
‘here .as_‘an' important contnibution‘ to the development of art of‘
Alberta.__Jacksén’%{ygars of teaching at the Banff -School of Fine Afts
and his.sevgra1 §ketching trips with G]yde andvéther mémbers of:thé'A
~southern: Alberta art cohmugity resu]ted"in‘ a direct influence of
Jackson on Glyde. In this context, the thesis reéognizés ‘that
JackSon;‘ and thus the Group of Seven/ style, . inflaeﬁced {ndi}ect1y
through @Jyde's baintings 55@5 teaching paqtiéu]arTy the amqteur
ég;jsfs in the rural communities. - |
* "It has been demonstrated that art instruction at the Institute
during the Tlate 1940s and the 50s .definite]y tended toward the
contemporahy' styles -and ignored almost ‘entire1y ‘the'Group of Seven
landscape interpretation.. Kerr and Perrott, for insténcé, attended
 Hofmann's  summer 'Schdbl, in 1954 and reflected -this ini,ﬁﬁgir own

teaching. Glyde's establishing an art department at the gﬁiYehsity of

el "‘

A]beﬁﬁ% in 'Edmontoﬁ meanit %hat although his profegsiona%_ teaching
- would stress ' the English academic methods, his - own landscapes
continued to  cbmbine Group of Seven;s broad rhythmic éompositional
aspgcts with -his original Eng]fsh cTarity< of compositidn"and
figurative jnté;ests. Taylor's work veered toward the tradftiona1;
stressing 1igﬁf and structure. in his“m0untain themés, Yétes, ]ike
Ta&]or, héyfng -trained at _the Ontario Coi]ege of Art 1in the 1ate 
194Qs, "was more concerned with space and abstraction, yhich he

REN

* endeavoured to carry over into his teaching.
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The art reviews in Tlocal néwspapers sinée“thevlgzds give clear
evidence' that the Grbuﬁ‘ of Seven was considered important and
influential in thév:art‘ scene of Alberta in the 1920s and. 30s.
Howevef, it is determined that fheir'dominaﬁce began to wane in the
19405~ and almost completely disappeared in the 19505. Tﬂ;;; were
eXceptions, banticufar]y in fhe landscapes of thdse, Tike 'Kerf and
McNéughf; whose Grodp influenced training continued to be an important
factor in their personal styles. Further, Glyde's work belohés to
these exceptions because hié landécapesi revéal Group of }Seven
compositiona]f solutions, a]though his palette and his figurative
interest was the result of his earlier acad;pic tréiﬁingt By the end
of the 19505 the promﬁneht .1and;cap§ painters in the Alberta art
‘ scene, inc]udingi Nicoll, Perrott, Taylor, and Yates, rejected the
Group influence in their professional teach{ng' careers. It- fs
recognized here fhat, although the Group of Seven was respected for
its vcreatfon of a nationalistic interpretation of thé Canadian
landscape, their styTe was nd longer regdrded as viab]é. By fhe gnd
of the decade, .the Group of Sevén ;nf]uence on Alberta Tlandscape
‘painting was no angef of discernible. importance'/to professional

artists who Tlooked to other solutions ‘to interprefc their préirie

“environment.”
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,.' Plate 1: J.E.H. MacDonald, -Leaves “in the Brook, 1919, oil on canvas,
: 52.7 x 65 ‘cm., McMichael Canadian Collection, Kieinburg,
Ontario. T s ‘
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Plate 2:  Gustaf Ffaestad, Ri 1esﬁyn.d;, 011 on canvas, (dimensionss
' ﬁnava1lable) (coTTection unknown). = Illustrated in R.H.
ubbard The Deve]opment of Canad1an Art, p. 88
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Plate 3: Harald Sohlberg, Fisherman's Cottage, 1906, 0il on canvas,
109 x 94 cm., Edward Byron\Smjth,. Chicago. . s
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Plate 4: . Lawren S. Harris, Beaver® Swamp, A]goma, 1920, 0il on Y:anvas,
120 7-x 141 cm., Art GaTTery 07" Ontamo, gronto. -
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Plate's: Harald Sohlberg, MWimter ~Night in Rondame,. 1901, oil on ‘.
o cdnyasy, 68 x 91.«€m., H]‘T’marf« Reksteng“ Samlinger,” Bergen,' -
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Plate 6: Lawr‘en S.wHarms, Above Lake S@emor, ;:.., 1922 oil on
: ’ ca&vals, 121.9 x 152, Tcm.,Trt Gaﬂery of Or@tamo Toronto.ﬁ
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Plate 7: -A.Y. Jackson, Terre Sauvage, 1913, o0il .on "canvas, 128 x.
° l54.4 cm., National Gallery of Canada, Ottawa. "
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Northern River,

.Tom Thomson,

X .

on canvas, 115.1

01l

1915,

“Plate 8:

4

102 cm., National Gallery of Canada, Ottawa.
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.Tom Thomson, The Jack Pine, t916-1917, oil on canvas,
)/x L§¢9.8‘cm., National'Gallery of Canada, Ottawa.
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Plate 70: William Ritschel,  The FMllen Comrade, n.d., 0il on canvas,
(dimensions’ unavaﬂab]e), Pennsylvania’ Academy, Ph11ade1ph1a.
ITlustrated in Stud1o April 15, 1913, p. 254
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Plate 11:-Arthur Lismer, September Gale, Georgian Bay, 1921, o0il on-

canvas, 121.9 x T162.6 cm., National Gallery of Canada,
‘Ottawa. : a - )




4 .
¢
\\ -
\ ' -
’ —~

P
)

n Y

'

-
\
/ *
-
!
> 13
. ~
“
» \

Plate 12: Lawren S. Harris, Lake .and Mountains, 1927-28, oil on
canvas, 105.4 x 160.6 cm., Art GalTery of Ontario, Toronto.

)



| e : 190

Plate 13: H.G. Glyde, Edmonton 1943, 1943, o0il on Canvas,' 59.6 x 74.9
' cm., Edmonton Art Gallery, Edmonton.
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Plate 14: H.G. Glyde, Rosebud, Sumnday Afternoon, 1945, waterco]our on
paper, 36.8 x 46.9 cm., (prwate collection).
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Plate 15: A.C. Leighton, The Lake, Molar Mountain, c. 1948, pencil and
watercolour on paper, 29.2 x 39.5 cm, Edmonton Art Gallery,
Edmonton.
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Plate 162 A.Y. Jackson, Alberta Rhythm, .19,48, oil on ‘canvas, 97.8 x
127 cm., (private collection).
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Plate 17: Euphemia McNaught, Entrance to‘ Monkman Pass, 1950, oil on
wood, 60.9 x 76.2%m., {collection unknown).
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Plate 18: I]]ingwdrth Kerr, Foothills, Harvest Time, 1952, Watercolour
on paper, 39 x 57.3 cm., (private collection).
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Plate 19: I1lingworth Kerr, 'Spring Break-Up, c. 1962, o0il on canvas,
70.5 x 93.9 cm., GTenbow Museum, Calgary. ’
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‘Plate 20: Marion Nicoll, Alta VII, Minter Morning, 1961, o0il on
canvas, 99.1 x TT16.8 cm., _(co]]ectjon of the estate of

artistle .
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Plate 21: J.B. Taylor, Above Lake O‘.Hafa, 0oi]l on masonite, 5‘0.8'x 60.9
i cm., (private collection).



P]até 22: Norman Yates, Winter -Landscape, 1958,' ink and
- paper, 44.8 x 62.6 cm., .{colTection of artist).
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